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PREFACE. 



The study of the phenomena of art-works has been, in general, 
confined to the isolated student or to the specialist, and yet it 
has a practical side and an educational value. Aside from the 
intellectual pleasure and exercise which the study can afford, 
such a study is likely to lead to the direct enjoyment of the art- 
works themselves, thus adding materially to the pleasures of life. 
Moreover, the study has a tendency to direct our attention to 
those small art-objects that surround us in our daily life — to 
lead us to get more enjoyment out of them, and to cultivate a 
discriminative attitude, which, brought to bear on the works of 
contemporary Art, might lead to a much-needed improvement 
therein. There is many a subject pursued in high school and 
college which bears less upon every-day life and pleasure than 
the study of the History and Philosophy of Art. The justification 
for the pursuit of those other studies is that they are a means of 
mental training. Now the study of art-works also can be made 
a means of mental training. The sole condition for this result is 
that a method of instruction be employed which will lead the 
pupil to think for himself, instead of merely memorising the ideas 
and opinions of others. The present series of questions is offered 
as a suggestion for this method. They may be found useful for 
individual study. In all cases the questions should be motives 
for laboratory work and independent reasoning. 

As a vivid and concrete aid to history in general, there is 
little better than a discussion of the monuments of ancient and 
modem times, always with reference to the originals if possible, 
or to pictorial representations, casts, etc. We feel that we are 
thereby dealing with something tangible — with the handiwork 
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of a people — and everyone can testify to the vividness which 
* visiting a spot ' lends to the reading of events associated with 
the place. 

The questions may serve the student as a preparation for 
work in the field of ^Esthetics, by cultivating his reasoning 
powers, suggesting the necessity for clear ideas of the terms he 
will employ, and pointing out the diflSculties of final solution. 

As regards the mode of using the book, the following 
suggestions should be noted : — 

(a) One of the main objects of the questions is to cultivate 
clear thinking in the student. Consequently each question 
should be a signal for an attempt at the vivid representation of 
the conditions proposed, for a summoning of the images of the 
concrete objects or an actual reference to the objects themselves, 
and a vigorous attempt at logical reasoning. 

(b) In no case should the general tone of a question, or its 
form, be taken as an indication of the way the truth lies. In some 
questions the polemic or dogmatic hue is intended to solicit 
adverse criticism, and the student should not rest satisfied with 
any cloudy use of terms, such as may be suggested by a question. 

However, although the questions must never be taken for 
answers, they will often be found suggestive of answers (some- 
times alternatives too) ; and in this regard it is important to 
notice that the sequence of questions is not purely capricious, 
but should be respected by always trying sincerely and fully to 
answer one question before proceeding to the next one. (" Why," 
for convenience and policy's sake, is often used as equivalent to 
" why, or why noty' etc., and should not be taken as denying or 
affirming any preceding question.) 

As regards the general intention of this book, it is not so 
much to increase the knowledge of the student concerning art- 
works, but rather the results of a serious use are hoped to be a 
gain in (1) the ability to reason correctly and cautiously ; 
(2) the ability to think accurately about many things con- 
cerning art-works, and to express one's thoughts and feelings 
in clear language ; (3) the acquisition of a vocabulary of art- 
terms, and a consciousness of the problems that exist concerning 
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art-works ; (4) pleasure added to life through the encouragement 
of a more personal observation of art- works and Nature. Our 
trouble is, not that we do not appreciate art-works, but rather 
that we don't really look at them. We thus miss a great deal of 
available pleasure. 

Again, it may be necessary to warn the student, if the whole 
book has any " tendency," it is to show that no reasoning pro- 
cesses, like those concerned in demarcating art-fields, are going to 
produce works of art. These questions oflfer practice in thinking 
and in the use of terms. They will not insure the least improve- 
ment in the coarsest matters of Art. Reasoning scientifically 
about art-works, and producing art-works, are quite different 
activities. But indirectly they may tend to foster a discrimina- 
tive feeling through encouraging observation and comparison of 
art-works, and hence might influence productive Art. 

No excuse is deemed necessary for an occasional departure 
from the solemn tone of scientific discourse. Serious matters 
often underlie what is apparently trivial. 

As regards a bibliography of the various subjects, the student 
may make it a part of his work to construct one, otherwise he 
can easily resort to Encyclopaedias and works on Art. The 
following works are mentioned merely as a mark of the author's 
sincere obligations : — 

Animal Instincts and Habits^ by Lloyd Morgan ; Evolution in 
Art, by A. C. Haddon ; Herbert Spencer's works, especially his 
Mrst Principles^ Psychology and Essays ; Grant Allen's Physio- 
logical Esthetics ; Taine's works, especially The Philosophy of 
Art ; and Rood's Modern Chromatics, 
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A. 

(A 1.) — ^What are the facts or phenomena which form the subject-matter of 
Art-Philosophy ? What qxq facts ? In what way do the facts which form 
the subject-matter of Art-Philosophy differ from those of physics and chemistry ? 
In what way can a lie become a scientific fact ? Is a dream a fact ? Is a 
dream true ? Is an emotion a fact ? How can " fiction " become a fact ? 
Some theories of the past have not been found to tally with the facts. In 
what way are these theories nevertheless facts ? Are ghosts facts ? Is 
the picture of a ghost a fact ? Can the description of a picture of a ghost be 
a fact ? Why does the field of art seem to offer no materials for a scientific 
treatment ? Do art- works strive to express truth ? Do they strive solely 
to express abstract conceptions? Can there be a science of the untrue? 
What makes the whole subject diflBcult to understand ? Does the field of art 
display any " uniformities " which render a science possible ? Some questions 
in Art-Philosophy are imihediately suggested by analogy from the natural 
sciences: — How did the art-object come into existence? — ^What is the origin 
of the class of objects to which this particular art-object belongs? — Is it an 
outgrowth of another group of art-objects? — What is the function of the 
object? — What is the ultimate purpose of the object? — How does this object 
differ from others of another class, and what caused the difference ? — Are there 
any ** classes of differences" among these particular differences? — Can any 
"necessary antecedent" for these ** classes of differences" be found? — Apply 
these questions to a cathedral in the Gothic style, a painting by Eaphael, a 
symphony by Beethoven, the Parthenon, a Turkish mosque. Write down all 
the problems concerning art- works you can discover. See if you can arrange 
these problems in groups. Can you discern the three following classes of 
problems among them :— (1) Why art- works give us pleasure ; (2) What con- 
nection is there between an art-work and the environment out of which it 
sprang ; (3) What has been the course of development of each art : whether it 
is possible to generalise the course of evolution into a statement holding for all 
departments of art, and to suggest a reason for this uniformity if it exist. 
Does the following statement of the problems include every side of the subject? 
Art- works are " explained " when it is shown : (1) Wherein they display a fitness 
to their human environment, viz. an adaptation to stimulate the senses and minds 
of human beings in a certain way, the nature of the sense-organs, senses, and 
mind being taken as determined in their qualities in psychology ; (2) How 
this adaptation sprang up and developed along with the development of the human 
environment ; (3) The course of evolution displayed by art-works in their suc- 
cessive adaptations to their " environment," the object being to generalise this 
(somewhat objective) course of development of art-works into a single formula 
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holding for each period, and all periods, and universally human. What 
sciences in particular offer analogous problems ? To what mental faculties do 
works of art appeal? To what faculty are scientific works principally 
addressed ? How then is a sden^ of art-works possible ? Is there such a 
thing as the " art of science " ? — a scientific art ? Animals may be compared 
and arranged in certain broad groups, inside of each one of which groups the 
animals are more alike than they are like the animals in another group. Is 
there any importance in knotdng one animal as unlike another ? Why record 
their likenesses and differences ? Can pictures be compared and grouped like 
animals ? Is such a classification of pictures necessary in order to enjot/ the 
pictures ? Is this grouping of animals, plants, pictures, etc., a mere exercise 
in reasoning ? What is it in animals which renders a classification of them 
possible ? Is it merely likenesses and differences such as make it possible to 
classify crystals, for instance ? What purpose has the classifying of objects ? 
Why can digested knowledge be handled more easily than unorganised knowledge ? 
To what end do scientists labour to classify facts ? What object has the study 
of art-works, when they may be enjoyed without such study ? How would 
you explain the interest that human beings take in phenomena of all kinds ? 
Why is man interested not only in the knowledge gained, but also in the work 
of acquisition ? Why do " relations of likeness and difference " form the staple 
of scientific knowledge ? What kind of knowledge only does the human mind 
seem capable of attaining to ? Would a knowledge of things " in themselves " 
be of any ^^se to us? What purpose has the naming of objects and of 
phenomena in general ? In what respect is a mere provisional arrangement 
of objects convenient ? Criticise this further step : — A complete analysis and 
comparison upon several grounds in order to discover the most important basis of 
classification. Apply this to art- works. Are the "differences" to be 
utterly disregarded, simply because some cases can be included in either one of 
two groups? Does the difficulty of deciding whether a "new variety" 
shall be recognised in biology make the jelly-fish exactly like the lion? 
Would you assert that red and yellow are titie same, because in a long spec- 
trum you cannot say just where the red ceases, and the yellow begins ? Show 
that the distinction between " types " may be interesting, useful and suggestful, 
notwithstanding the impossibUity of precisely distributing (except conven- 
tionally) some connecting varieties. Would you deny that the hands 
of a clock move, simply because you could not see them "moving"? 
Can you give any personal experiences of how a classification enables one to 
retain the " single instances " ? In what way does it do this ? Can images 
of the forms of buildings and decoration be more easily recalled if they be 
previously classified as belonging to some style of architecture, Gothic for 
instance? In what way does a classification enable us subsequently to 
mentally docket whatever art-works we may see or hear ? In what way can a 
classification materially aid in the discussion of a subject? How does it 
enable us to discuss certain objects to the exclusion of others ? Give instances 
from the natural sciences. In what way do terms founded upon a classification 
enable us to refer to a certain set of facts to the exclusion of an enormous 
number of facts irrelevant to the point under discussion? Will a purely 
formal classification serve this purpose ? What is the object of a classification 
that is not purely "conventional"? Are art- works classified upon a purely 
capricious basis ? Show that the terms employed really assume a classification 
by implication. Is a comparison of the things classed necessary for a purely 
conventional (formal) classification? What kinds of classification do the 
sciences of chemistry, physics, biology, etc., seek for ? Does a comparison of 
works of art disclose the impossibility of more than one classification ? How 
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are the several classifications upon different bases utilised in Art-Philosophy? 
How does it come that there are several " bases " of classification ? Show the 
bearing of each upon style. How may each be applied in considering particu- 
lar art fields? Attempt to put the bases of comparison into the form of 
definitions, and see if they can be reduced to any single base. Can an art be 
defined by its place in any one classification ? Who are some of the men who 
have done the most important work in furthering a scientific treatment of art- 
works ? What did the Greek writers accomplish in the subject ? In what 
ways were they trammelled ? In what respect was their field of observation 
somewhat local ? What have been some developments in art since Aristotle ? 
What have been some differentiations of science fields that are important for the 
treatment of aesthetics ? How do you explain the success of the Greeks in 
the fields of mathematics and philosophy and their small advance comparatively 
in the natural sciences such as physics, chemistry and zoology ? What is the 
meaning of a " subjective *' laboratory ? Is much apparatus needed in order to 
conduct experiments in geometry ? In what way is the imagination made to 
save the trouble of aU the experimental paraphernalia of instruments of precision, 
etc. ? What is the nature of mathematics that it can be developed without 
instruments and an elaborate collecting of objects, photographs, drawings, etc. ? 
What bearing have advances in psychology upon the development of a knowledge 
of art? With what fields of Art-Philosophy did Lessing deal? What 
problems did he propose to solve in his Laocoon^ and to what conclusions did he 
arrive? Was his method applicable to sculpture, painting and literature 
only ? In what way was Lessing handicapped in his work ? Did Lessing 
ever see the Laocoon group? What part of Lessing's experience probably 
aided him very tiiuch in his subject? What were Lessing's contributions to 
the Shakespeare cult? What is the history of art-m^icism as applied to 
Shakespeare's works ? What was Voltaire's estimate of Shakespeare's works ? 
— Pope's ? Why is it expedient in discussing art to take art as a whole without 
omitting any one of the arts ? What diversities of ideas upon art can be referred 
to the fact that art in some cases is taken as a limited field to the exclusion of 
music, literature, the small arts, etc. ? Give an imaginary case from science 
comparable to the attempt to treat art as a whole without taking all art-activity 
into consideration. Why is a uniform and technical terminology particularly 
needed in Art-Philosophy ? What is likely to result when sweeping state* 
ments about naturalism are made upon the basis of painting or the novel, and 
then unconsciously applied to music, architecture, and the small arts ? What 
are some of the essential dififerences among the various arts that make great care 
necessary in speaking of naturalism, beauty, realism, canons of art, etc. ? 
Why is it highly expedient in the attempt to gain an insight into art-activity as 
a whole to keep orchestral music, architecture, and floor decoration (mosaic, 
rugs, etc.) continually present in one's mind ? Should the term Art apply to 
the result of all art-activity ? In what way is a consideration of art as a 
whole liable to be distorted by the omission of the Stage ? Can one person 
appreciate all the arts during a single lifetime ? (B 1) Why does it seldom 
happen that a single individual is sensitive to works of art of all fields of 
art-activity, and imbued with an equal love for all? In what way do 
the circumstances under which a child is brought up often set their seal upon 
the resulting man ? What evidence is there that the enjoyment of art-works 
depends partly upon the exercise of the sense organs and upon experiences in life ? 
In what way have critical judgment and Art-Philosophy been implicated in the 
past, and what has led to their gradual differentiation ? Could you explain 
some of the violent strictures upon literary works by attributing tibem to the 
fact that many emanated from men who were themselves writers ? How does 
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the prevalence of the satirical variety of literature tend to encourage judgment 
upon extraneous grounds ? Ought it to matter much in science what par- 
ticular individual first arrives at a statement of particular facts ? Wherein is 
it of some practical importance who presents the facts first? Will this 
explain the personal character of many of the disputes about priority, etc? 
Why is a musical composer likely to be unreliable both as a judicial critic and 
as an inductive critic ? Give some striking instances of this from the history 
of music during the nineteenth century. In what way can jealousy influence 
judicial criticism ? In what way does creative ability tend to unfit a com- 
poser for unprejudiced judgment ? Show that an enthusiasm bom of a deep 
belief in his own methods, etc., is often a feature of ability to compose, especially 
where the composer's tendencies are reactionary. Does truth depend upon 
the passionate language in which it may be set forth ? Is a c^*tain vicious- 
ness of epithet pardonable when some reform is being instigated ? Is recourse 
to personalities the best way of furthering a reform ? Are science and reform 
the same ? What are some of the (to us) extraordinary judgments that have 
been pronounced by Dryden, Pope, Addison, Dr. Johnson, Byron, upon various 
works ? In what way are works of art and literature more available now for 
observation and appreciation through a more widepread sympathy ? Make a 
summary of all the possible forms of bias which can injure criticism (cf. 
H. Spencer's 'The Study of Sociology'). In what way has metaphysics 
influenced aesthetics ? Why does metaphysics usually precede physics ? (c£ 
p. 3). What is teleology, and how has it frequently influenced Art-Philo- 
sophy? What are some broader and narrower meanings of teleology that 
need definition before the word is fitted to use for discussion? Is the 
teleolc^ implied in " the inherent tendency of protoplasm to increase " the same 
as teleology in the theological sense ? What law of psychology has been very 
much applied to explain the pleasure derived from the contemplation of works of 
art ? What assumption was very often implied in the application of the law 
of mental association ? In what way did teleology mix itself in the explana- 
tion by " association " ? Are mental associations exclusively confined to asso- 
tions between objects and moral qualities of man or leneJUs conferred by the 
Deity ? Show that the application of the idea of association is often a mere 
labour-saving device. In what way does it shift the task of explanation? 
Have we by its application explained why the ** associated " quality gives us 
pleasure? Why was the problem of the interrelation of art-works and 

environment not ripe for solution a century and a half ago ? One of the 
modes of expressing our ignorance of certain phenomena in aesthetics is to say 
that **man was born so-and-so." What are some of the explanations that 
have been proposed in other fields of " why a man is bom so-and-so " ? 

(A 2.) — The gable is generally conceded to be a pleasing outline. Is the 
pleasure due to the apprehension by the intellect of certain geometrical propor- 
tions existing among the sides, angles, etc., of the triangle formed or conceived ? 
Are the pediments of all Greek temples the same in their linear and angular 
proportions? Are the proportions the same as in the Boman and Gothic 
forms of roof-gables? Are the Gothic gables all the same pitch, and 
are roof gables always in situations where the eye can apprehend their 
mathematical relations? Draw a gable in perspective as seen from suc- 
sessive positions on the ground from directly in front to the side of the temple? 
What is the bearing of all these variations? Why did some of the mathematical 
relations in various monuments of ancient and mediaeval Europe wait so long to 
be discerned by careful scientific measurements ? Has it ever struck you how 
highly artificial the methods were for discerning these triangulations, etc., which 
books on architecture often picture as if the most casual observer would hav^ 
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seen them sticking out in dotted lines all down the nave of a cathedral? 
Why is it so easy to confuse means with psychic effect ? Must the " entasis " 
of a column be measured and plotted before the column can exercise its forcible 
effect upon the observer? What pernicious effect upon art-enjoyment is 
liable to be exercised by the pedantic exposure of measurements, as if no one 
could ever have enjoyed the building previous to the publication of the aforesaid 
measurements ? Why would the Greek philosophers be prejudiced d jpriori 
in their treatment of this part of the subject of the philosophy of art ? What 
did they lay great stress upon ? What science did the Greeks develop to a 
.remarkable degree ? Could music have been enjoyed previous to the discovery 
that there is a mathematical relation between the length of strings and the tones 
they produce ? Did Beethoven's music have to await Helmholtz's scientific 
observations on sound before it could be enjoyed ? Give all the instances you 
can from art-works of all kinds to illustrate this important confusion ? Were 
the Greek philosophers very familiar with the experimental phenomena of 
nerve-stimulation ? What would be the natural tendency of the mind of the 
mathematician when applied to the explanation of the effect of a work of 
art? After having tabulated all the observed mathematical radios, what still 
remains to be explained ? Show how careful one has to be not to confuse 
mere sensuous impressions with concepts. Indicate the difference between the 
state of mind in dreamily enjoying a symphony and the state of mind necessary 
to the discernment of mathematical relations among its impressions. Does 
not much of the witty " triangulation " of Gothic cathedrals savour somewhat 
of using the ruler on an orchestral score in order to show wherein the beauty of 
symphony lies ? Is the task of making accurate measurements of temples to 
be despised simplj because it does not offer an immediate explana;tion of aesthetic 
pleasure ? Is it probable that subtle traits of " curvature " in a painting are 
any more apprehended spontaneously than the modulus of a logarithmic table 
is from looking at the logarithms, or counterpoint in music by simple enjoy- 
ment of it ? Do such features as proportion and counterpoint not have their 
effect in art-works ? Does this effect consist in stimulating concepts ? Are 
the heavens beautiful at night to those only who are able to see in imagination 
the dotted lines representing (more or less !) certain animals upon an astro- 
nomical chart? Is there discernible in the assumption that such abstract 
knowledge of art-works is necessary to their enjoyment, a sort of pride allied to 
pedantry ? The dissertations of many of the older writers on the subject of 
aesthetics seem to merely " mark time " without getting any further from the 
point at which they began. Can you assign a cause for this in the methods 
that obtained at the time at which they wrote ? What makes analysis an 
effective instrument in a complicated subject? How do physicists and 
chemists approach a complex phenomenon? What bases of analysis does 
physics offer ready made to the investigator as models for analysis ? Show 
wherein analysis of phenomena is somewhat analogous to " division of labour." 
Show that many of the poetical fancies of writers of the " Alison period " con- 
cemiug the pleasure arising from waterfalls and fields are wholly inadequate 
to cover the whole field of art. Compare with the naive teleology of this 
period the following : — The interest and delight of an infant in a lighted candle 
arises from its recognition of the candle as a moral potentiality in society, and as 
an exemplification of the law of the conservation of energy. What remains to 
be explained in the above explanation ? Can you discern any features in the 
writings of Alison et al, that are referable to the mental environment in which 
they arose ? Was the epoch an artistic one either in creation or in apprecia- 
tion ? What is the disadvantage of being too tuitty in imagination and in art- 
ei\joyment? Why is the deep or keen thinker exposed to particular dangers 
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in approaching the subject of art and the philosophy of art? Why does the 
keenness required for the rational part of the subject tend to handicap one for 
the aesthetical (feeling) part ? What is likely to be the efifect of a painting 
upon a man in whom the intellect greatly predominates? What were 
gardeners and poets doing with nature during the eighteenth century ? In 
what way did intellect tend to creep into poetry ? What were the tendencies 
in psychology during the eighteenth century ? Was child-study and experi- 
mental psychology much in vogue ? What part of psychology has been most 
developed since that time ? Can you explain why the most complex mental 
activities were first approached ? Compare this with the contemporary work 
in the philosophy of art. What field of art would you take to be the mod 
peculiar to art as distinguished from the results of other mental activities? 
Was much attention paid to the phenomena of music and simple decoration 
at that time by writers? Had anthropology shadowed forth any possible 
beginnings of art-development? In taking up the subject would you first 
approach literature and * paintings with lofty themes ' ? Can you give a reason 
drawn from the state of art at that epoch why writers would naturally pay little 
attention to the "small arts" — simple designs in wall-decoration, rugs, or 
stained glass ? Can you show that the arts first approached were those like 
painting, dealing with human themes and with imitation in such a way as to 
aUow the explanation by " mental association " full sway ? Why did such 
writers naturally pay attention to an art which fostered intellectual brooding 
instead of turning to a presentative and immediate art like music (a symphony) 
where intellectual brooding is somewhat nonplussed by the attention indispen- 
sable to being conscious of ever-perishing strains? In what way did the 
** morality bias " affect their writings ? How would the much strained theologi- 
cal vagaries naturally run towards moral implications in pictures and nature? 
What side of the subject did these writers draw attention to? What are 
some of the finer and subtler effects of some art-works that depend upon 
"association"? Does the effect of purely formal ornament depend upon 
arousing moral ideas or memories of our past lives ? Who makes art-works ? 
What bearing has this upon what the object of the art-work in life is ? Is the 
" expression of a true thing " the sole aim of art-works ? Some truth is very 
useful for sanitary purposes, but is man in making objects for his delectation 
obliged to dwell upon offensive things simply because they are facts ? What 
other field of human activity is there to take care of the facts of life ? Why 
does one try to get away from this field when seeking a vocation ? Is it to 
deny the efficacy of religion that artists sometimes betake themselves to themes 
that are not directly religious ? Is the effect likely to be better when an artist 
who lacks all religious feeling undertakes religious subjects merely for the money 
there is in it ? Can a theme be noble without proposing a scientific or moral 
problem ? How do you explain the modem cry of greater nobility of subject? 
To what is attributable our interest in commonplace subject-matter ? Is it the 
object of Art-Philosophy to guide art ? What are some of the historical cases 
of the impotence of rules to produce consummate works of art? Can the 
" laws " of science be used to run the universe ? What is the difference 
between a rule and a scientific law ? Why should an observed uniformity in 
phenomena so forcibly suggest in our minds the idea that some rule of action is 
the cause of the uniformity in the phenomena ? Why is it very easy to get 
the idea that language is run by grammar ? Define the following terms : — 
(1) a scientific law ; (2) a moral law ; (3) a law of art development ; (4) a rule 
of procedure in the execution of art-works ; (5) a traditional mode of treatment 
in art- works. Are we sure that a law framed from the observation of art- 
works may not represent a uniformity that was really the outcome of some rule 
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which workmen followed ? Give instances. Are rules in art procedure 
based upon tradition, or principle, or feeling ? Why does it sometimes happen 
that contemplation of art- works is confused with judicial criticism by those who 
are themselves art-critics ? Why is the assumption that everybody in observ- 
ing works of art will bring with him a vast store of botanical and anatomical 
knowledge and antiquarian lore not justified by the everyday facts ? What is 
the very important difference between what people might do and what they do 
do ? Is this the same problem as that of the amount of care which the artist 
may bestow upon the objects he represents? Is it safe for a painter to dis- 
regard any of tiie visible facts of flowers, mountains, etc., upon the plea that they 
"wouldn't be noticed anyway"? Why is it expedient for the dirt-critic to 
possess a certain amount of knowledge of the facts treated in botany, etc. ? 
Is it a justifiable fimction of the art-critic to prevent artists from introducing 
absurdities into their works? Do people go to art to learn botany and anatomy ? 
Will it necessarily interfere with the sensuous features and human features of art- 
works among the imitative arts to have objects represented as they actually appear ? 
Because it is impossible for a painter to suggest all the aspects of nature with the 
meagre means at his disposal, is it expedient for him to ignore those aspects he 
can suggest ? Do any such considerations apply to music and the small arts ? 
Can the whole problem as to what artists have most successfully represented be 
reduced to a matter of fitnessl In what way is a knowledge of things likely 
to enable a painter to represent more intensely and characteristically the life or 
qualities of things? Will it hurt a painting of a ship to have the rigging 
properly represented, although not one out of a hundred observers of the picture 
knows anything about the rigging of a ship ? Is the rigging \ of a ship 
the fittest subject for painstaking painting ? Is it worth while painting for 
the " one man in a hundred " as well as for the other ninety-nine ? What are 
some of the difficulties of judicial criticism in art, and of laying down rules of 
procedure? Why does Art-Philosophy nevertheless take laws of procedure 
into consideration ? Why is it interesting to notice that ships' rigging is not 
represented in statuary (in marble), although the recognition of such a negative 
uniformity will not prevent an enterprising sculptor from attempting the same 
to-morrow ? How is it thai Art-Philosophy can take into consideration rules 
which it considers cannot govern art ? What is the difference between Art- 
Philosophy and a work of art? What is meant by the expression, " Science 
is a product of the intellect and appeals to the intellect " ? Is Art-Philosophy 
designed to amuse us ? Is it easy to grasp, and can it be appreciated without 
study ? Do works on Art-Philosophy appeal to the senses in the way works of 
art do ? If it be granted that the object of art-works is to give pleasure to a 
large number of people, by calling into activity other faculties than those exercised 
in scientific observation and reasoning, what would follow as to the nature of 
art-works on the whole ? Would they display severe logical concatenations ? 
Why do comparatively few people arrive at a high proficiency in abstruse 
reasoning? How much energy and time are required for preparation? 
Will time and energy alone suffice to enable one to follow the abstract reasoning 
of higher mathematics? What are some of the features of art- works that 
mark them as open to the enjoyment of all those whose faculties are not impaired ? 
A large part of all art-works are directly concerned with what we are experien- 
cing in our daily life : — How does this make for the universality of enjoyment of 
art-works ? Give instances from all departments of art to display the large 
scTistums element in works of art. Describe carefully the difference between 
the way in which we read a book for our pleasure solely, and the way we read it 
for study. Do we need to enjoy it in the latter case? Show that the 
process of counting lines and words and poetical feet, comparing figures of 
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speech, eta, has nothing in common with the sesthetical enjoyment of poetry. 
Give a like instance from music. Does the expression ''unimpaired faculties" 
mean tmdevdoped faculties ? What ensures the development of the senses to 
a far greater extent than the development of the power of dealing with the 
abstractions of science ? How do the senses and intellect of the savage com- 
pare with the corresponding features of man in the civilised state ? Is it an 
argument against the possibility of universal art-enjoyment to assert that there 
are people who care nothing for symphonies, or that the lowest classes in large 
cities care nothing for art- works at all ? What are some of the conditions 
that constitute a " chance to enjoy art- works " ? Show that not only must the 
art- works be availaWe, but time also is necessary, as well as a store of energy 
not exhausted by other labours. Were these conditions fulfilled in ancient 
Greece? Because some people have no opportunity to bathe, or time, or 
energy, or desire, does it follow that no one does bathei or that no one should 
bathe ? Does bathing bring into play any faculties not developed by every- 
day life ? Would you expect a three-year-old child to enjoy Beethoven's 
ninth symphony? Why not? In what way have the faculties for the 
appreciation of the higher flights of music not been cultivated by the mere 
activities of every-day life? What is the difference between looking at 
pictures and study ? Why does a child almost always look at the pictures in 
a book before reading it ? Granting that one must hear or see some works of 
art before he is able to get any great enjoym&nt from them, is this Jiearinff and 
seeing the same as study ? Draw a distinction between cultivation and educa*- 
tion or instruction which will bring out this difference. Show that study is 
often used in the sense of perusal, as, for example, when a person says he has 
not " studied " literature, he simply means he has not read some books referred 
to, etc. What are two dangers of the compulsory study of works of art? 
Can you compel anyone to enjoy a work of art? Why did Byron conceive a 
distaste for certain "classical" works? In what way is the intellectual 
pleasure arising from a study of a book liable to be mistaken for an sesthetical 
effect of the book itself? In what way can persistent effort to fancy a work 
of art is beautiful finally overcome an instinctive dislike of the work ? Give 
two interpretations of the remark, " I never found anything in it until I had 
studied it for a long time." What extraneous reason often justifies the study of 
some " literary fossils " ? Should the secondary and remote mental reverbera- 
tions due to a long study of an art-work be regarded as the designed aesthetical 
effect of the work of art ? Is the desire aroused in the mind of a thief looking 
at a work of art an sesthetical effect of the work? Would the subsequent 
theft of the picture be an effect aimed at by the artist ? What is the danger 
of elaborate commentaries ? Give instances from " programmes" for pieces of 
music proposed by others than the composer. What is Turner said to have 
remarked about the rhapsodies of Buskin over his works? Is there any 
wrong in a picture suggesting more than it actually presents to the eye? 
How may one set about to eliminate the personal element in the criticism of 
art-works? What is the difference between a consensus of opii^on and 
individual opinion ? In what way do personal traits enter into tJtie work of 
"observing" in scientific observation? What renders personal error mis- 
chievous, and what are some of the devices to eliminate it from scientific 
observation? What constitutes the laboratory in applying methods of 
scientific observation to the phenomena of art ? In what respect are the art- 
works of the past which we possess a judgment in themselves upon art ? In 
what way can they be applied to check our own judgments ? How may we 
proceed in order to free ourselves from local prejudices, and religious and patriotic 
bias? In what way must we study the judgments upon art- works by 
connoisseurs of past times ? How can we utilise them as a ' check ' to our own 
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judgments, and criticise th^r judgments at the same time ? In what respect 
are we to-day in a better position to generalise upon works of art than former 
ages were ? What are some of the important occurrences in the world of art 
since 300 B.c. ? What has broadened our objective facilities and subjective 
sympathies? How have museums, photographs, the railway, and general 
adviuice in knowledge, broadened our knowledge of art- works ? Do we enjoy 
art-works any the more therefor? Do the arts flourish 6uiy the more 
therefor ? What does the phrase " cosmopolitan appreciation of art- works " 
mean? Does an art-work lack scientific interest because it has been pro- 
nounced " a poor work " ? Are the Ichthyosaurus and Plesiosaurus uninter- 
esting because they lack personal charms, and found it impossible to survive 
except under the hard condition of fossilisation ? Is pathology less interesting 
than physiology ? In what way does inductive criticism save a fourth-rate 
poet from the oblivion into which judicial criticism may have banished him ? 
Does it make his poetry any less objectionable? Show what difference 
this attention to ail art-products marks between ait-enjoyment, art-criticism 
and art-philosophy. Why should the student of art-works pay just as much 
attention to the works of the so-called '' debased periods " as he does to those 
which the art-amateur or connoisseur exalts ? What small alteration in the 
following assertion will make the difference between art-enjoyment and art- 
philosophy apparent? A work of art may be said to exist as such only when 
it is giving the pleasure which it was designed to give. Why, in order to 
discover what the faults of a period are, is it expedient to observe the worst 
works of the period? How will this also throw light upon what con- 
stitutes good qualities in art works ? How may the pathology of an organ 
throw light upon its physiology ? How would you investigate the tendencies 
of an art period ? What examples from the art-works of the past can you 
produce to justify this assertion : — The artistic errors of any period are most 
vividly displayed in the worst works of the period, and from these can be found 
the key to the criticism of the finest works. Apply this to the works of the 
imitators of Michael Angelo; to poetry of the seventeenth and eighteenth 
centuries in Europe and England. Apply this principle of investigation to 
the study of the works of some one artist. What can be learned from the 
" complete works " of a poet that might escape notice in a " selection " from his 
works ? Give several cases of a single good work of an author coming among 
many less worthy of his works. 

(A 3.) — ^What is meant by the term seeing ? Can the eyes of the fish, for 
instance, be said to exist for the end of "seeing"? For what end does 
the eye of the fish exist? What is the probable daily pabulum of ex- 
periences of the fish ? Does a fish spend his time meditating upon marine 
pieces? Discuss the eye of the fish from the following point of view; the 
eye as a telegraphic station for distributing motor discharges of nervous 
energy in a manner more fitted in the long run to the preservation of the 
fish than. would be ensured in the absence of an eye. For what other 
purposes^ may the eye be employed ? What new function does the retina 
fuLU when employed for observing works of art? Do the nervous dis- 
charges pass into motor discharges in the latter case ? In the enjoyment of 
a picture, can the eye be said to exist for the " preservation of the individual " ? 
Give some instances of an organ fulfilling another function than that for which 
it was originally developed and existed. Wherein exists the peculiarity of the 
retina that ensures a distribution of motor discharges more definitely fitted to 
preserve the animal than a simple exposure of nerve termini would ensure ? 
What part do the lens and pupil respectively play in this ? Have animals 
any retina for Aeo^rays ? How can we locate a hot stove in a dark room 
without touching it? Why are both ears not on one side of tJie body? 
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Can we " locate " the source of a sound in a dark room ? Has the ear a retina 
arrangement like the eye ? What is the difference between light-waves and 
sound-waves that renders the " camera " arrangement possible in one case, and 
not in the other? Why does the eye-ball revolve, and the ear remain 
fixed? Why do some animals have a movable ear-trumpet? Would 
this device ensure the locating of the direction of a sound ? Have 
any animals a rotating nostril? What means have we of locating the 
direction of an odoriferous object? In what way does the wind aid and 
interfere with such a means of locating? What course do hunters pursue in 
approaching keen-scented animals ? Why is the ear of more use " around 
a comer" than the eye? Why is the nose not on the side of the head? 
Why are the nostrils nearer the mouth than the eyes or ears ? Why are the 
nostrils wider apart in some animals than in others ? If the nostrib opened 
directly underneath the ears, would it aid an animal with a very unwieldy head 
and neck to locate the direction from which an odour came ? Why does the 
horse have no extension nose like the elephant? Why is scent so much 
keener in some of the lower animals than in man ? How comes it that the 
mind " locates " the stimulating object instead of " localising '* the sensation in 
the sense-organ which receives the stimulus ? What are some of the advan- 
tages of the sense of smell to animals in the struggle for existence ? What 
evidence can you produce to sustain this assertion : — Various attributes of the 
sense-organs and general conclusions of biology support the view that the primi- 
tive function of the sense-organs was the preservation of the animal in the 
struggle for existence, and Twt observation for its own sake, or the pleasure arising 
therefrom. Discuss and criticise this proposition : — Art-works are an elaborate 
human device for pleasantly stimulating sense-organs which previously existed 
for an entirely different end or purpose. In what sense may art be said to be 
parasitical ? What three rucUmentary tendencies or " survivals in culture " 
would be likely to spring out of the functions of nutrition, defence and repro- 
duction after the point of bare utilitarian necessity had been passed ? Is each 
cultivated for its own sake ? In what sense are so-called culinary art and 
athletics in general parasitical upon primitive utilitarian functions ? In what 
sense are recreative hunting, fishing, and prolonged courtship, "survivals in 
culture" and types of art-tendencies? Discuss the brain from this stand- 
point: — A mere distributing station for the discharge of nervous energy to 
stimulate muscles in a definite way for the preservation of the organism. If 
the primitive nervous centre had not tended to the preservation of the 
organism, would it have come into existence or have persisted? Is 

"survival of the fittest*' the idea peculiar to Darwinism'^ Does it seem 
probable that "thinking for its own sake" is a parasitical activity of an 
organ existing originally for another end? Discuss reasoning as a delay 
of nervous energy taking place between external stimulation and motor dis- 
charge — a hesitation in the passage of centripetal discharges into centrifugal 
discharges of nervous energy. (Cf. H. Spencer, 'Psychology.') Draw an 
analogy between * an indefinitely suspended passage of stimulated energy into 
muscular contractions ' and art-works designed solely for pleasant stimulation, 
and not as exciters of action. In what way do art-works exclude the 
struggle for existence? Is art not founded in part upon it? Can this 
" stoppage of energy " be shown to be the cause of the pleasure received from 
contemplation of art- works ? Is a reflex-action accompanied by an immediate 
feeling of pleasure ? What experiments tend to show that reflex-action can 
take place in the absence of a brain even ? Does a feeling of pleasure neces- 
sitate the existence of a brain ? Is it a *' state of consciousness " ? Do 
we know directly whether a fish experiences that state of consciousness which 
we term pleasure ? What reasons have we for supposing that some organisms 
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experience pleasure and others do not? Does the reaction of a jelly-fish 
from contact with a hot iron prove that it experiences pleasure? Is the 
sensation conditioned by a certain size of the main nerve-centre ? Can an 
animal experience pain without experiencing at some time or other pleasure ? 
Would not the capability of experiencing various degrees of pain alone be a 
sufficient guide to an organism? Is there any means of distinguishing 
between reflex action simple in animals and reaction accompanied by pain? 
When your foot is unwittingly brought into contact with a hot object, is the 
painful sensation the catise of the reflex action? How would you define 
pleasure as opposed to pain ? Is the following definition of pain a valid one : — 
The sensation of pain is the concomitant of those actions or conditions which 
cannot be persisted in without danger of disturbing the regular and healthy 
action of the organs concerned. Do we know any difference between them, 
regarded as pure mental states ? In what general way do their effects differ? 
At what point of aninml evolution would pain and pleasure become better guides 
to some actions than reflex action, viz. cause actions more fitted to preserve the 
-animal or species than pure reflex actions ? Where in the scale of existing 
organisms is the phenomenon of pleasure and pain supposed to begin ? What 
stage of mental development would have to be reached before mental associations 
between an act committed and pain experienced would ensure against the repe- 
tition of the act ? Could such associations finally result in reflex action in 
the sense of " instinctive avoidance of pain-accompanying acts " ? Discuss the 
eye as a device for " anticipatory totcch " and as a means of anticipating painful 
experiences. Is the eye alone meant here? What part does memory of 
experiences play in this activity ? Give some instances of verification of one 
sense-impression by another. Can touch be regarded in such a procedure as 
" confirmatory vision " ? What feature of tactile sensations entitles them to 
the office of verification ? Is vision more illusive than touch ? Why does it 
throw a somewhat illusive haze over our mental experiences to apply to all sense- 
impressions the term ** appearance " with its implications of sight illusions? 
Will " delusive projection " of objects in paintings ever bear the test of touch ? 
What is seocual selection ? What are secondary sexual characters ? Describe 
their theoretical genesis and development. At what stage of the evolution of 
animal forms do these characters begin, and why not earlier? Criticise the 
following reasoning: An oiganism survives because it is fitted to the environment ; 
the fitness of an organism to its environment is the outcome of its survival. Are 
they always of advantage to the individual or species in the struggle for 
existence ? If they were not, how would they persist ? Do they in any 
way subserve the function of ensuring reprodv^tion ? Can they be regarded in 
their beginnings as guiding badges of sex ? Discuss the firefly and the songs 
and calls of birds from this standpoint. Do both sexes display them ? Can 
you give any other cause of their genesis or of the purpose of their existence than 
that proposed by sexual selection ? Have we any reasons for supposing that 
the vivid colours, sounds, &c., really excite pleasurable feelings in the mate ? 
Discuss these secondary sexual characters from the standpoint of " stimulators " 
of reflex action, to the end of ensuring reproduction, and possibly exciting the 
state of consciousness, pleasure. Is there any evidence that these characters 
do not become objects of admiration to the other sex, their stimulation tending 
always to pass into action, viz. different from works of art in two respects ? 
Is there anything in our general knowledge of organic life that would lead to the 
view that nature produced these forms, colours, sounds, &c., solely for the delec- 
tation of the animals concerned ? Why should the colours selected be different 
in the case of different animals ? Why should not a particular set of colours 
be displayed in all cases where sexual selection has played a part? Is the 
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selection due to some peculiarity of the eye ? Is the eye constructed upon the 
same lines wherever it appears in the animal world ? Tabulate all the colours 
that appear in secondary sexual characters to determine if Nature has been 
partial in her selections of colours. When two such colours are found in 
juxtaposition are they always comjpleraeTUary colours ? Do the juxtapositions 
of colour always satisfy our sense of colour harmony ? What would be an 
d priori reason for supposing that juxtaposition of complementary colours would 
fulfil their function better than other combinations ? What is the origin of the 
term " a rubric " ? What was its function ? Why did red enable it to fulfil 
its function in a superior manner ? Yellow is a very luminous colour. Why 
would it not have served the purpose better ? (Cf. A 10, and ' Colour as Sign.') 
What is supposed to be the function of the colours and forms of flowers'? 
Tabulate all the colours of flowers and apply the foregoing questions to their 
colours. Are there any features of colour stimulation that would lead to the 
existing choice of colours as displayed by flowers ? What colours are most 
luminovs ? Do these luminous colours obtain most widely in the case of flowers 
and secondary sexual characters ? The vividness of colours depends upon the 
Jotfi-ground partly. Has this been taken into consideration in the choice ? 
What colours would show up most vividly in the midst of a green * field ' ? 
Iridescence is a feature of some feathers. Is its occurrence purely fortuitous ? 
Some of the most delicate and beautiful iridescent eflects are associated with 
shells. Is the coloration an accident (or incident) of their mode of formation ? 
Could the inner iridescence have any function ? Is the coloration of the out- 
side a protective one ? Is not the shell itself a sufficient protection ? Are 
the colours of minerals fortuitous, or have they a function? What is the 
difference between the way minerals are coloured and the probable mode of 
coloration in case of protective mimicry or sexual selection? What does 
the selecting in the case of natural selection ? How can Nature be selecting in 
the case where a bird " selects " a worm or insect for the purpose of consumption ? 
Is it the worm, or the bird, or both, that is being partly selected in this case ? 
How may the feature of iridescence be regarded as increasing the gamut of 
stimulation of sexual characters? Does a firefly glow in several colours 
successively ? What is supposed to be the function of the colours of ** berries," 
etc.? Tabulate the colours which they display and apply the foregoing 
questions. What colour are berries before they are ripened ? Is this for- 
tuitous ? Are there not some very poisonous animals and fruits that are highly 
coloured ? What function may the colour be supposed to fulfil in this case ? 
Do the colours in this case serve to excite pleasure in the animals warned ? 
If animals experience pleasure in colours, how can they fail to experience 
pleasure in the contemplation of these animals and fruits ? Would you fancy 
that these colours caused pain ? How could the same colours excite pain in 
one case and pleasure in another ? Are the colour combinations inharmonious 
in one case and harmonious in the other ? Why does the fragrance of flowers 
delight us ? Are all flowers fragrant ? Is their fragrance pleasing to us in 
all cases ? Does this prove that the sense-organs of certain animals differ 
from our own ? Is odour ever a guiding sign : — (1) in the case of flowers ; 
(2) in the case of animals ? Are there any variations of intensity in the latter 
case as in the case of the flowers, or of the colours of berries and of plumage ? 
Does odour in any cases perform the function of a " warning signal " ? Has 
this been proved in the case of some butterflies ? Is the pleasure we take in 
the fragrance of some flowers referable to the past or present intercourse of man 
with the particular kinds of flowers ? Were the detestable odours of some 
flowers created for man's delectation ? Would man in time come to enjoy the 
scent of such flowers if he persisted in the smelling of them ? Is it purely 
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fortuitoos that the scent pleases the senses of man in some cases and displeases 
them in some others ? Is the common fact of children becoming used to 
certain objectionable (at first) foods by practice ('* acauired ease ") a type of what 
man has undergone in the past intercourse with his food environment? 
What is " protective mimicry " ? Do the facts displayed tend to confinu the 
explanation by ** danger signals " ? Do plants display any such phenomenon as 
** protective mimicry " ? Is the colour of the lion and camel a case of protec- 
tive mimicry ? Are seasonal changes of colours of animals cases of " pro* 
tective mimicry *' ? What might have been the colours of some animals if 
sand had been wJUte and snow brotcn ? Are there any green-coloured animals ? 
Why do parrots display such vivid coloration? Do tlie ends of natural 
selection and sexual selection ever run counter to each other ? Why is the 
helmet with bright metal *' finishings " being discarded in the equipment of 
soldiers ? Do fishes, mammals and birds display the aanu colours, or the same 
features of colours ? Why are bats not coloured like some birds and butter- 
flies? Do the fish found in caves, and deep-sea animals, display these 
features of protective colouring, '* danger signals,' secondary sexual characters, 
protective mimicry, seasonal change, &c. ? In what way might plants and 
animals have been different if sudi a feature as the eye had never come into 
existence ? Would snow have been " white," and would the seasonal changes 
in the colours of trees have taken place ? Has man succeeded in altering any 
of the colours of animals and flowers by ** artificial selection " ? Have we any 
evidence bearing upon the colours of animals known in fossil forms only ? How 
many instances from the whole field of biology would tend to prove that all 
existing features of animals and plants either are, or have been, of service to the 
particular individuals or to the species in the struggle for existence ? Can it 
be proved that any of our sense-organs or faculties were created for the special 
end of SBSthetical enjoyment of art-works ? Do birds sing and listen to sing- 
ing for pleasure ? Do they sing^ at all seasons of the year ? Under what 
circumstances do some fishes, ordinarily sombre, acquire briUiant colours? 
Woidd you be justified in attributing a musical ear either to the singing or the 
listening bird ? Why is it difficult for us to fancy that the songs of birds 
are just as little voluntary as the colours of their plumage ? What would 
the fact that reproduction often entails danger or destruction of the 
individtud organism tend to indicate? Why does, self-destruction, or 
refusal to resist destruction, usually excite our wonder? Why should we 
not equally wonder at an animal's struggle to avoid destruction? Why 
do all o/^ our oton acts tend to take on the semblance of voluntary action? 
Are the colours and fragrance of flowers devised for our pleasure? Are 
they devised to give pleasure to the bees and other insects that visit the 
flowers ? Do the sweet juices in flowers exist solely for the delectation of the 
visiting insects? What considerations support the idea that the fragrance 
and colours of flowers are guiding stimulants of involuntary actions of 
insects tending to further the survival of the pleuits in the competition for the 
means of subsistence? Are we sure that the insects really derive pleasure 
from the colours and fragrance of flowers ? Does the flower take pleasure in 
the particular form of the insect that is fitted to distribute its pollen-dust? 
Why is it so difficult for our minds to resist attributing our own feelings to 
flov^ers even? Do all plants that solicit the visits of insects, &c., exhale 
a fragrance that is pleasing to 2^ ? Why is it difficult to accustom ourselves 
to the idea that colours, and odours, and forms may serve their function without 
ever becoming in themselves an object of admiration to the visiting animals ? 
Has the attractiveness of a work of art any ulterior object like " cross-fertilisa- 
tion " ? Does not the doctrine of cross-fertilisation through insects and other 
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agencies imply a Teleology ? Is it an anthropocentric teleology? Can the 
anthropocentric theories of the* cosmos be interpreted as an outcome of the 
natural working of the human mind ? • Summarise the general presumptive 
evidence against an anthropocentric interpretation of cosmic phenomena. 
Does a bee waste much time in contemplating flowers to experience their 
sesthetical effect? At what time do the flowers shrivel up and perish? 
Are there any features discernible in the colours and fragrance of flowers 
that would indicate a function of guiding (guidance) ? Do we know anything 
about the qualities of the sense-organs of the insects which visit flowers ? Are 
insects the only animals that visit flowers ? Why were insects in particular 
" selected " ? Are there any mammals that visit flowers for the end of 
cross-fertilisation ? What other means to ensure cross-fertilisation do plants 
take advantage of ? Is wind susceptible to the " allurements of colour and 
fragrance " ? Are colour and fragrance displayed in such cases ? Why is 
the whole apparatus of language employed in treating evolution and its causes 
misleading ? Shall we ever possess a vocabulary for scientific purposes which 
will not reflect our ovm mental fibre ? Would it partake of the nature 
of algebra ? Why is it so difficult for the mind to get away from its everyday 
life ? Is there anything about the structure of the nerves that would lead to 
the choice of certain colours in preference to others in secondary sexual charac- 
ters ? If the selection were lefb to some peculiarity of nervous structure, why 
were the colours and the disposition of them not like those of the inanimate 
environment ? Why does the peacock's tail not present a coloured reproduc- 
tion of a landscape? Why do not the calls and songs of birds imitate 
the noises of inanimate nature ? Why are the forms and colours of flowers 
not imitations of the inanimate landscape that surrounded their development? 
Are there certain qualities of the structure of sense-organs and nerve-centres that 
render them susceptible to stimulations of colours and sounds not found in 
inanimate nature ? Could you sustain by argument the hypothesis that the 
direction which art took in the non-imitative arts of music and pure decoration 
was due to some quality in the sense-organs and the nervous-centres like 
that which led to the selection of certain colours and dispositions of colours 
in the peacock's plimiage? In what ways does a symphony differ from 
all phenomena of " Nature " ? In what way do cultivated fruits differ from 
natural fruits? Give instances. Are various kinds of grain properly 
" fruits " ? In what ways do the artificial modes of treating raw products and 
the modes of cooking and preparing dishes alter the raw products ? Are new 
nerves added when a taste is " cultivated " — ^like that for pickled olives ? In 
what sense is the use of fermented beverages by man a parasitical 
use? In what ways are they like art-works? So far as the slaking 
of thirst is concerned, is there any better fluid than water? To what 
extent is variety attained by the artificial modes of treating raw products? 
What is the difference between the inner structure of the ear and eye ? How 
does the perception of tone-pitch differ from the perception of colour-pitch (hue) ? 
Why has not the eye nerve-termini for each particular colour-ray to which it is 
sensitive ? Why has not the ear a triple arrangement of " cones " like the 
eye ? May the disposition of nerves in the eye be looked upon as a phase of 
physiological economy? Why was the same economy not expedient in the 
case of the ear also ? Upon what basis does the theory of colour-vision rest ? 
In what theoretical respect is the structure of the eye for colour-vision faulty ? 
Can the eye distinguish between the sensations arising when : (1) all the colour- 
rays of the spectrum are thrown upon it ; (2) yellow and complementary blue ; 
(3) red and complementary green ; (4) any two complementary coloured lights ? 
Would the ability to distinguish in these cases have been of great importance to 
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the animal in the struggle for existence ? Was colour-perception as a whole 
of importance to the animal in the competition for existence ? What coloured 
light do you fancy the eye first responded to ? Do you conceive that the 
bodies of animals reflected light of any particular colour before the eye attained 
to colour-vision? Do you conceive that the retinal arrangement for the 
perception of shape or form was perfected before colour-perception was de- 
veloped ? Upon what assumptions do we base our reasoning concerning cases 
of priority of development ? Is there any phenomenon like colour-blindness in 
the case of the ear ? What are some modes of vibration, of less frequency 
than the extreme red rays of the spectrum, that do not directly affect the retina 
of the eye ? Why have we no ear or ** retina " for Aca^-rays ? Is there 
such a feature as a Jieat-landscape, if we could only perceive it ? Have we 
any instnunent for taking Aea^-photographs ? What is the range of heat- 
waves to which we are directly sensitive ? Are there any reasons for supposing 
that idtra heat waves exist to which we are not sensitive ? Are we sensitive 
to any differences of kind in the spectrum of heat-rays? What kind of 
differences are of more importance for the welfare of an animal than the 
differences of wave-length of heat-waves ? Are the sensations distinguishable 
that we experience from contact with very cold and very hot objects respectively ? 
What is the effect of handling nails with the bare hands in Polar regions? 
Would there be any advantage in distinguishing the two sensations ? Why is 
a sensation of pain sufiScient for the organism in cases of extreme intensity of 
stimulation ? How may the photograph enable us to speak of the existence 
of something we cannot see ? Do photographs of invisible stars enable us to 
see those stars? Does the photograph enable us. to actually see ultra-violet 
rays ? Distinguish between ability to mark the effects of a mode of motion, 
and being sensitive to the mode of motion itself. Discuss the sensitive plate 
of a camera from the standpoint of a " retina " for ultra-violet rays. Discuss 
photographs, diagrams and statistics as a kind of objective memory, by means of 
which various phases of objects and dynamic phenomena may be brought into 
propinquity in consciousness for the purpose of comparison ; the objects them- 
selves being absent and far distant one from another. How does this apply 
to meteorology, and history of architecture and origin of ornament ? Why 
should the nerves of sight, hearing, taste and smell be " localised " into sense- 
organs instead of being distributed over the body like the nerves of touch and 
temperature? Is the distribution of the latter nerves a uniform one? 
How does a person, when ironing, often test the temperature of the hot irons ? 
Can you discern in this instance a simile of the beginning of a localisation that 
might end in a sense-organ ? What particular service do the " temperature " 
nerves render to the animal ? Can their function be included under one of 
the three heads of ntUrition, defence and reproduction ? Do they serve to 
defend an animal against other animals ? What is the range of tone sensi- 
tiveness of the ear? Is the range the same for all persons? Does 
it cover all the possible rates of vibration of the air? Are there theo- 
retically any rates of vibration of the air beyond those counted by the highest 
pitched tones that we are sensitive to ? Have we any means of observing 
or photographing these ultra-violet sounds? What might we be able to 
accomplish with a very sensitive phonograph ? Are all animals confined to 
the same gamut of sensitiveness that we enjoy ? What are some sounds that 
may be infesting the air about us without our hearing them at all ? Are they 
such as have been or are of great moment for our welfare? What has 
possibly made the limits of our auricular sensitiveness what they are ? Why 
is our gamut of sensitiveness unbroken as far as it goes ? Is it in all cases ? 
Has there been a selection among the indefinite tones in nature ending in 
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a sensitiveness to choose tones most important to the welfare of the particular 
organism concerned ? Are there any wild animals that could be destructive 
to man that emit or cause sounds not perceptible to man ? Do bacteria make 
any noise at their work ? How are sounds " analysed " ? Is there any 
prism for the production of a sound spectrum ? How would soxmds be affected 
if our atmosphere were of hydrogen or carbonic acid gas ? Would our range 
of sensitiveness be increased ? Why is there presumably no sound of harps or 
lutes on the surface of the moon? Is there such a phenomenon as a 
chord of colours ? Why not ? Can we experience two colours simulta- 
neously ? What do we experience when four coloured lights are thrown upon 
the retina? Can we be sensitive to four tones simultaneously? Do 
we have to keep our minds " dodging about " in order to hear the notes of 
a chord? If four different coloured lights are thrown upon the eye simid- 
taneously and four tones upon the ear, what is the result of altering one of 
the lights or tones in each case ? How do you explain this ? The eye is 
often said to be sensitive to one octave of colour. This suggests the similarity of 
the eye and ear. Now the exposure of the ear to certain combinations of simul- 
taneous tones gives rise to concordant and discordant effects respectively. Will 
any simultaneous combinations of coloured light effects give rise to colour chords 
and colour discords ? Why is the eye less sensitive withal in its pain-judgments 
to inharmonious juxtapositions of colours than the ear is to discordant combina- 
tions of tones ? Are all ears equally sensitive in their judgment of pleasant and 
unpleasant combinations of tones ? Is there such a phenomenon as a taste chord ? 
Does a sense organ, in order to appreciate a number of simultaneous stimuli, have 
to possess a certain structure ? Does the organ of taste possess any " retinal " 
distribution? In what respect may a dinner in courses be compared to a 
melody (as distinguished from harmony)? Is it not more comparable to 
ocular phenomena ? What sensation does a person experience by simulta- 
neously exposing one eye to one colour (light) and the other eye to a different 
colour? Do we experience a sensation indistinguishable from that termed 
" white " upon the simultaneous exposure of one eye to a certain colour (light) and 
the other eye to a colour complementary to the first? What is the effect 
of exposing one eye to the simultaneous stimulation of two different coloured 
lights? Is there any sound sensation comparable to the light sensation of 
ivhite as regards the mode of stimulation ? Are there any tvw tones that will 
cause this sensation? Can any two tones be found that will produce the 
sensation termed noise ? How can the sensation derived from the simultaneous 
impact of two different colours (lights) differ essentially from the sensation 
derived from the impact of either one ? What sensation results from exposing 
one ear to one tone and the other ear to a different tone ? Is there any 
phenomenon of an odour chord? Have odours ever been reduced to 
derivatives of certain elementary (primary) odours? In what way does 
the modus operandi of smelling differ from that of seeing and hearing ? What 
experiments are needed in the field of aesthetics ? Upon what evidence are 
statements regarding colour harmonies made in books on colour ? Can we hope 
to arrive at a solution of the more complicated phenomena of art-works until we 
have explained the simpler and more sensuous phenomena? Has anyone 
made careful experiments upon what are the more pleasing and the less pleasing 
features in forms and colours ? What can be done by induction from existing 
art-works ? What are some of the difliculties of such work in the case of 
landscape paintings and actual scenery ? Are there any standards of colour 
correspondmg to standards of measurement ? In what way is, and is not, the 
solar spectrum applicable to such investigations ? How might juxtaposition 
of colours be fixed so that repeated examination and comparison from day 
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to-day would be possible ? Is there any standard of pleasure possible in the 
comparison of various juxtapositions of colours? How would the results 
be tabulated ? Would paints enable one to record the results ? Is there 
any kaleidoscope for colour effects ? Can you devise an arrangement for the 
study of colour harmonies, such that one colour being ' placed ' the other might 
be varied in a uniform way, the colours in both cases to be stateable in terms of 
the amount of rotation, &c. of a graduated wheel ? Could a standard be thus 
initiated ? Would it be a practical one ? In what way does the metro- 

nome furnish a practical standard for tempo in music ? Would this give a 
standard for the aesthetic-element ? Would the delicate and uniform variations 
of one of the colours furnish a means of saying in what direction the cesthetie effect 
was varying ? If the effect were found to vary in the same direction (greater 
and less) from a certain point would it indicate roughly that this point was that 
of most pleasing effect ? Give an instance from the reversal of curvature in a 
curved line (foliation). Show just how results might be tabulated with such 
an instrument without any recourse to pigments or chromolithography. Discuss 
and criticise the following assertion, giving instances from art- works of all kinds : 
As a rule, sensations of taste, smell, sound and sight, which are Uable to injure 
the sense-organs do not enter into art-works. Could tragedy flourish without 
poisons ? Can you mark a tendency in art-works aiming at pleasing effects, to 
avoid the introduction of acid and bitter tastes, very loud noises, ferocious 
actions, noisome odours, blinding lights, &c. Can you prove that those 
sensations of taste are pleasing, which, on the whole, are or have been 
associated with things not deleterious to the organism? What part has 
* natural selection ' played in determining what tastes shall be pleasant and what 
unpleasant? Has intercourse between the organism and its environment 
determined what colours and colour-combinations are pleasing to the eye? 
What difference is there between the eye and the mouth that would make the 
sensations of one less bound to the immediate harmful and wholesome than the 
other ? In what sense are we more indifferent to the sensations of the eye 
and ear than to those of the mouth and nose ? Are pain and pleasure such 
constant and vivid concomitants of sensations of sound and sight as they are of 
sensations of smell and taste ? It is expedient in art-study to realise vividly 
the psychic differences between impressions from all kinds of art-works. 
Arrange in tabular form the arts of music, poetry, drama (the stage), painting, 
architecture, as they would severally appeal to a man stricken at the age of fifty 
with, first, blindness, and afterwards deafness. Tabulate the same for an 
adult who had -been (1) bom blind ; (2) bom deaf — the same for a deaf-mute by 
birth ; for a blind deaf-mute from birth. Tabulate * the world ' as it would 
appeal to a man who successively lost (1) sight, (2) hearing, (3) taste, (4) smell, 
(5) touch, (6) became paralysed. Contrast this man's successive mental field 
with that of a man so disabled from birth. If the sun gave out red-coloured 
light only, what coloured fabrics might a business man wear with impunity ? 
Would he dare venture out with the same suit by electric light ? What is 
the effect of a blue-green seen under the illumination of moonlight ? What 
art would hardly have flourished in the absence of air ? If all human beings 
had been colour-blind, would the art of sculpture have been cultivated more than 
that of painting ? Does the efiect of a symphony depend upon whether the 
day is bright or cloudy ? What art-works do depend upon meteorological condi- 
tions (cf. '* Illumination ") ? How would paintings be affected if the sun 
suddenly yielded light of a green colour only ? Is sunlight a feature of style 
of art- works ? Of what kinds of art-works ? How would our visual im- 
pressions be affected if one eye were placed directly above the other ? What 
effect would it have upon the impression of (1) a temple, (2) a painting ? Why 
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have we two eyes fttther than one eye or three eyes ? Why is our mouth not 
divided as our nose is ? Why are our two ears not on one side of the head ? 
Is there such a phenomenon as * acoustic perspective' ? What is the probable 
mode of origin of our sense-organs? What is the probable cause of their 
actual form, disposition and structural qualities? What would be- the 
imaginary effect of doribling the number of special sense-organs of a man? 
Would his brain have to be correspondingly enlarged or repeated ? What is 
meant by the correlation of sense-organs ? What does the term ' explanation ' 
mean when applied to the problem why works of art give' us pleasure ? Would 
the following constitute an ' explanation ' — (1) to refer all sesthetical phenomena 
to the topics establisjied by psychology ; (2) to refer the pleasure derived from 
art-works to the' pleasure which accompanies these various mental activities as 
empirically determined by psychology. What is the diflference between the 
explanation of the effects of an art-work in their totality, and the traditional 
explanation of what occurs when we " see an orange " ? How do you explain 
the fondness of psychologists for oranges ? In terms of what kind of sense- 
impressions is our thinking done ? Is it probable that the uncompelled fancy 
consists more largely of lower visual images than those founded upon other 
sense-organs than the eye? In what sense is the eye the great *int^rator' 
of impressions ? Is the ' retina ' as developed in any sense-organs as in the 
eye ? In what respect are the impressions of the outside world less fragmen- 
tary, less * stippled ' in the case of the eye than of other sense-organs ? What 
is the connection between our ideas of space and bodily extension and the retinal 
method of perception as displayed by the eye ? The first of the three problems 
of Art-Philosophy was, ** Why do art- works give us pleasure ? " and this was 
resolved into the problem. In what way are art-works fitted to the human 
organism. This fitness presupposes a knowledge of the two sets of phenomena 
to be compared : the first set is that of the qualities of the human mind ; these 
are taken as determined by the science that has mental phenomena for its inves- 
tigation — ^psychology. The other set are the qualities of art- works : these are 
to be learned from an investigation of the art-works and an analysis of their 
modes of stimulation. As regards, then, the more sensuous elements of art- 
works, they may be set down as the following : — Colours and combinations of 
colours, lines and combinations of lines, lights and shadows, forms, objects and 
combinations, and changes of these (movements), sounds in succession (drums) ; 
tones, singly and in groups ; in combinations and successions of combinations 
and successions of tones (melody, language, rhythm and rhjnne) ; acts, and acts 
with emotional concomitants ; acts with concovuMdJit feelings of pain or pleasure; 
acts of volition (drama) The preceding as images (poetry) ; activity of the 
intellect. Tabulate all these elements for each art in columns, thus : — 
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Are 'explanations' possible concerning the phenomena of art? Is not 
investigation necessary before an opinion can be given on this point? The 
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|netapbysical vagaries of mediseval scholasticism are often pointed out as ^ 
Distances of uselessly dissipated energy. Is not sesthetics open to the same 

arraignment ? "WTiat great mass of inductive evidence for the principle of the 
conservation of energy does the world possess in the models of perpetual-motion 
machines in the Patent Office Department ? Are such results commensurate 
with the amount of human energy dissipated ? Would the perpetual-motion 
machine be of any use if invented ? Would it give universal pleasure ? Has 
the enunciation of the principle of the conservation of energy put a final quietus 
upon perpetual-motion, inventing ? Are the models that are sold from time i 
to time by the Patent Department to be regarded as exactly similar to the ■ 
negative results annually obtained in the laboratories of chemistry, physics, &c. ? I 
Is there any lesson to be learned from the past regarding the expediency otm 
attempting solutions to the problems of Art- Philosophy ? Why has such great I 
success attended the investigations in the field of positive science ? Can I 
problems for investigation be framed regarding art-works similar to the problema ^ 
so successfully attacked in the various sciences of chemistry, physics, biology, 
&c. ? In what way do the problems proposed for laboratory work differ from 
the problems of metaphysics ? Will laboratory methods ever disclose the 
' final causes ' of phenomena ? Are there any reasons for supposing that the 
proximate causes of phenomena should be first investigated before the problem J 
of final causes is attacked ? Is it possible to propose any problems in Art- 1 
Piiilosophy that shall avoid the implication of final causes ? Does classifi- 1 
cation of phenomena in itself entail any discussion of final causes ? Does 
the consideration of relations between art-works and environment as mere 
'relations' implicate any necessary discussion of final causes? Does the 
discussion of the relations of fitness of art- works and human subjects necessarily 
entail a discussion of metaphysical points ? Are any problems modelled upon 
problems in positive biology likely to run immediately into a discussion of 
ulterior causes ? Does ' genetic derivation ' propose any more than physical 
problems ? Are the relations proposed by the idea ' style ' any different from 
the relations that the human mind is capable of grasping positively ? How 
may the problem of Beauty be proposed so as to avoid any discussion of 
final causes ? What aspects of beauty allow of experimental investigation ? 
What do not ? What j^ositive meaning may be assigned to style ? Is iJiere 
any definition of style that can be postulated in terms of relations mentally 
appreciable ? If an interpretation of classification can be found in terms of 
physics and positive psychology, can the method of approaching the subject be 
considered safe? Upon what basis do the results of positive psychology 

rest ? Is it such as to sanction the use of these results as formulas ? Give 
several instances of problems in art-works that, you consider too subtle for safe 
reasoning. Is it best to approach the subtle intellectual reverberations in the 
effect of art-works before considering the more simple phenomena of vision and 
sound ? In what sense are the former phenomena too complex, too personal 
for reduction to the uniformities connoted by classification ? What are some 
of the difficulties of investigating the ulterior effects of 'programme music'? 
What problems in other fields are often implied by problems in Art- Philosophy ? 
Is anthropolog)' complete without a consideration of art-productions ? What 
light have art-productions thrown upon other human activities ? Is anthro- 
pology a ' useless ' study ? What are some of the possible applications of 
anthropology to present needs? Does Art-Philosophy possess like applica- 
tions? In what sense may art-works be regarded as parasiticall Were 
the sense-organs designed to be stimulated by ait-works ? Were the so-called 
oi^ans of speech designed originally for the function of conversation ? Was 
onr emotional nature designed for stage purposes ? Can you show that th^ 
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pleasure we derive from the contemplation of flowers is due to a stimulation of 
our sense-organs rather than to a perception of the fitness of the flowers to fulfil 
their function, of the practical applications of plants, or of past associations of 
man with flowers ? Does this illustrate part of the assertion that sesthetical 
pleasures are parasitical activities of organs which have, or have had, a functional 
use ; that out of stimulations having a purpose in the struggle for existence, has 
developed a possibility of pleasure from the mere purposeless exercise of the 
same organs ? Illustrate this by the degeneration of scent in man and the 
use of perfumes. Why does a painting give us pleasure ? Does a symphony 
give us pleasure for the same reason? Does it give us pleasure in the same 
way ? What bearing has this question upon the problem of whether there 
is a single objective entity, " Beauty " ? Are there different kinds of pleasure, 
or does this feeling differ merely in the differences between its causes, or its 
concomitant sensations, or its mode of excitation? Why are there such 
features of our experience as pleasure and pain ? Have they any function in 
life ? Have we any evidence that plants and crystals do not experience pain 
and pleasure ? To what stage of organic development would you assign the 
" appearance " of Pain and Pleasure upon the earth ? What was necessary 
before pain or pleasure could be of any benefit to ah organism? In what 
ways could a practical benefit accrue to the organism from the acquisition of a 
capacity for experiencing pleasure and pain ? Tabulate a number of instances 
in which pain is an accompaniment of actions harmful to the individual. 
Does any correlatfon exist between like and dislike, pleasure and^m, welfare and 
harm ? Is this correlation an outcome of the intercourse between organisms 
and environment ? Give some instances in which pleasure and disgust are 
anticipatory experiences of the benefit or harm that will probably ensue from 
partaking of wholesome and harmful food-stuffs respectively. Can it be shown 
that, on the whole, pain is an accompaniment of actions that are destructive to 
the animal? In what way can pleasure contribute to ensure the propagation 
of a species by reproduction? Is pleasure necessary? Is consciousness 
necessary? What are desires from the biological standpoint? Did the 
mode of propagation by sex have to develope before pleasure could act as a 
spring for the persistence of the species ? What are Pain and Pleasure that 
they could become materials for natural selection? How could they be 
generated in the beginning? Were they ''accidental variations"? To 
what extent can pleasure and pain as guiding-signals safely replace inherited 
instincts for the preservation, not only of the individual, but of the race as 
well? Is there any correlation between emotions and the welfare of the 
individual or species? Is there any evidence that would lead one to 
presuppose that emotions ever had, or still have, a function ? Can emotions 
be classified in two groups from the standpoint of their pleasant or painftQ 
nature respectively? What interpretation is possible? Are the lower 
animals conscious of the outcome of acts in obedience to their pleasure- 
guides and pain- warnings ? How may pain- and pleasure-associations, with 
a,cts harmful and beneficial, form during the life of the individual animal? 
Is this a proof of memory-power in the lower animals? Are pleasure 
and pain under the control of the will ? Would they have been efficient 
springs of action to the animal if they had been? What part of our 
mental activity is least subject to the control of our will? Can pleasure 
be mentally recalled? po we recall pleasure, or is the pleasure caused by 
the summoning of the conditions which were its previous accompaniment? 
Can the lower animals recall a pleasant experience ? Is there any evidence 
that they consciously do so ? Do the lower animals ever display the tendency 
to pursue pleasure-giving actions for the sake of the pleasure solely ? Would 
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they be likely to do this conscioudy ? How has man probably attained to his 
tendencies toward a pleasure-cult ? In what way, and to what extent, has 
Beason come to replace Instinct in the preservation of the individual and species, 
and to what extent does it enable one to anticipate and supplant the direct 
guiding signs of pleasure and pain ? Does reason do this ? What is the 
psychic basis of the phenomenon proverbialised in " a singed cat avoids the fire " ? 
In what way might associations of pain and pleasure naturally lead to the avoid- 
ance of one set of actions and the cultivation of another set ? Is not reason 
necessary ? Tabulate the specific acts of some animal under the two heads of 
pleasant and painfuL What does the table show ? What are some of the 
pleasure-giving actions that savages cultivate ? Is the practice a conscious 
one ? Can you discern in these actions for amusement any that have not 
vestiges of the individual- and race-preserving character ? What actions would* 
continue to be beneficial whether performed unconsciously under stress of circum- 
stances calling for them, or consciously apart from any such conditions ? Is 
such an assertion as the following rationally tenable ? Art in its rudiments is 
the cultivation of pleasure-producing actions apart from the stress of circum- 
stances that formerly sanctioned them, viz. of actions which either are still, or 
were formerly such as tended to the preservation of the individual or species in 
the struggle for existence. In what way do the occupations and games of 
uncivilised and civilised peoples illustrate this ? Discuss hunting, fishing, 
riding, throwing the spear, bow-and-arrow practice, running races, swimming, 
wrestling, boxing, rowing, feasting, drinking bouts, and other amusements among 
civilised and barbarous people from this genetic standpoint. What light does 
skenomorphic pottery, &c. throw upon the theoretical genesis ? Do games 
exercise the muscles only ? What primitive games illustrate the exercise of 
the senses and mind in ways that were once useful for defence, oflfence, main- 
tenance, &c. ? Do the children of a tribe engage in various exercises and 
sports because they foresee that the development thereby attained will be a 
means of subsistence and self-preservation ? What part does ' imitation ' play 
in a child's life ? Is the imitation conscious ? Is this a case of * ex- 
pectancy ' ? What bearing has the ever present feature of competition or 
combat in games upon their probable origin ? What is meant by ' rudi- 
mentary ' in Biology ? Does * rudimentary ' refer to bodily features only ? 
Give some instances of instincts and actions which may be said to be ' rudi- 
mentary.' What evidence can you adduce in support of this assertion: — 
When a muscle or other organ has been developed to serve some function, it 
tends to continue its activity, after its function has ceased even; and the 
pleasure which formerly accompanied the performance of its function is still an 
accompaniment of its activity, although purposeless ; such activity may then be 
continued solely for the pleasure it affords. What bearing has this upon art- 
enjoyment ? Is there sufiBcient evidence to sustain the following assertion : — 
Art-works are a means of stimulating, for pleasure's sake, organs which were 
formerly (and are still) of use to the individual and tribe in contributing to the 
proper performance of the three chief functions of nutrition, defence, and 
reproduction. Is this cdl of art ? In what ways do games become farther 
removed from life-preserving activities? Is the life-maintaining function 
very conspicuous in chess or tennis ? Explain carefully the difference between 
(1) an actual combat, (2) a scene in a Roman amphitheatre, (3) a duel on the 
modem stage, (4) the picture of a stage duel; (1) a wrestling match, (2) a 
running race, (3) golf, (4) observing a statue of an athlete. What is the 
general tendency displayed by these two series ? Comment upon the following 
series : (1) sacrificial slaughter of human beings ; (2) slaughter of animals and 
pouring out of wine ; (3) burning of ' effigies ' ; (4) decoration of a church with 
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ciBieal products ; (5) a thanksgiving dinner with contributions to the poor. Are 
these real genetic series ? What inductive evidence is there bearing upon 
the following generalisations of tendencies ? (1) From useful to pleasant ; 
(2) elimination of the combat ; (3) elimination of competition ; (4) elimination 
of pain-giving actions. Is there any a priori reason why the tendency should 
be in these directions ? Can the several tendencies be generalised into a single 
tendency ? Why is it that a certain exercise that is participated in by certain 
people for amusement merely is generally not enjoyed by one following it as a 
profession ? Why do we enjoy change of occupation ? Express change of 
occupation in physiological terms. Can games be said on the whole to be 
devised to give exercise to faculties which are not concerned in professional 
occupations ? What are some devices to prevent games from becoming too 
*" professional " ? Does "professional" mean work? What is the eflfect 
of introducing a large element of chance into games ? What effect has the 
frequent shuffling of cards during a game upon the course of the game ? In 
what way does chance in a game tend to counteract skill ? Are games always 
played for the recreation they afford ? What is the effect when games become 
very professional, and require division and combination of labour (team-work) ? 
What has probably been the effect upon general athletics of the adoption of 
severe training and keen collegiate pride ? What games are played by the 
few and watched by the many ? What is the difference between playing to 
win, and playing for playing's sake, from the standpoint of works of art? 
What makes games of pure chance interesting ? Why do people object in 
their leisure hours to anything savouring of professional employments ? How 
is it that sedentary forms of amusement are a recreation for some people, and an 
exercise for others ? Can the IHonydan rites be regarded as a mode of outlet 
for the play-impulse ? Is the modern dance at all comparable to this in 
respect of activity encouraged by a 'felt want,' and sanctioned by the 
accompanying pleasure ? At what age does man participate most enthusias- 
tically in games and dances ? What are such activities expressed in physio- 
logical terms ? It has been said " * thinking,' a mathematical phenomenon 
par excellence, is almost always accompanied by a less expansive mimic than 
* feeling.* " What is the bearing of this upon the conservation of vital energy 
and drama ? In what sense is the term play-instinct indefinite ? Does it 
explain the particular directions which the energy has taken in seeking an outlet 
for discharge ? Why has the discharge taken such definite directions as the 
various arts ? Would it follow the directions of least resistance ? What 
determines the line of least resistance in neural propagation ? Can art be 
said to be parasitical upon lines of least resistance due to frequency of discharge 
of neural energy along certain lines determined by survival-activities of organism ? 
If some other fine of animal development (insects for instance) had reached a stage 
of development equal to that of the mammalian vertebrate in man, would it 
probably have developed play-activities in the same directions as those in which 
man's superfluous energy finds an outlet? In what sense do the directions 
that th0 play-energy has taken in axt-development display the line of least 
resistance, ,viz. the Ime of least effort — ^greatest economy? In what respects 
were the beginnings of decorative art a following of the line of least resistance? 
Interpret the physicomorph, biomorph, skeuomorph, &c., as the directions of least 
resistance, viz. least effort. Were the beginnings of music probably parasitical 
upon utilitarian employments in the same way ? In what respect are highly 
developed harmonic effects less parasitical upon what man had in his mind 
from intercourse with the environment than the rude depictions of objects which 
are a part of the development of the decorative arts and painting ? Would 
the course from rude attempts at naturalism to abstract ornament be the 
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direction that one wonld expect from the line of least resistance ? What is 
the great difference between the natoral conventionalising of objects (pictures of 
animals) due to inability of representing them more accurately and the conscious 
invention of conventional designs in the presence of an ability to represent the 
conventionalised objects with extreme accuracy ? Is it easy to see how art 
coidd have taken any other direction than it did, and along the lines followed ? 
Is it a tenable hypothesis that in the beginning the play-energy found its outlet 
rather through the fashioning activity, whereas now it is rather employed in 
contemplating what is already fitsWoned? Is not 9x\rperformance still a 
pleasant outlet for the activities of the artist? Is there not a pleasure 
accompanying the performance of an easy, imobjectionable work in a superior 
way? Has this anything to do with the importance of imitation in 
the life of the animal and man? In what sense are games "biomorphs" 
and " skeuomorphs" ? In what sense is the stage a biomorph of life ? 

(A 4) — An examination of art- works reveals the fact that, on the whole, they 
act as stimuli of our sense-organs. Now psychology tells us what the necessary 
conditions of nerve-stimulation must be in order that it may be pleasant. 
Nervous stimulation, when carried to the point of exhaustion, ceases to be 
pleasant. If art-works are founded upon, and appeal to, our sense-organs, what 
features ought they to display in their mx)d6 or manner of stimulation ? Pass 
art-works from every department in review and see if you can discern any 
features which tend to anticipate and avoid oveT-stimvlation of sense-organs. 
What is a feature of neural stimulation that holds for all sense-organs, irre- 
spective of the differences between the sensations received thereby ? What 
makes a very large picture gallery or a very long concert a bore, if there be no 
intermissions in the viewing or hearing ? Do art-works compel contemplation ? 
Do art-works all appeal to the same sense-organs ? Coming now to any one 
art department, like painting, how does the diversity of the works tend to 
prevent over-stimulation ? Is the same tendency displayed in each work Jy 
itself f In what way does the contemplation of art- works differ from the 
performance of tasks in everyday life ? A deep student of science often looks 
with disdain upon art-works, pronouncing them trivial. Why is this ? How 
might the student often be benefited by the contemplation of art-works ? Why 
is it becoming more and more necessary at the present day to lay stress upon the 
way in which art-works should be approached, as distinguished firom the study of 
books or nature ? In what way does variety of occupation enter into every-^ 
day life? What are some of the ways in which we try to increase the 
variety of our occupations? In what way do games of all sorts mitigate 
the monotony of life? In what way can art- works add variety to oup 
activities ? In what way can art- works actually increase the horizon of our 
sense-impressions ? What connection is there between variety and the pre- 
valence of phantasy in works of art ? Does literary phantasy really create 
anything? In what art department do the works approach nearest b^ing 
pure * creations '|? In what way are new combinations of images a phase of 
variety ? How is it possible for musical compositions to display Variety when 
they are all made up of the same notes rendered on the same old instruments ? 
What is variety expressed in terms of nerve-stimulation ? In what way does 
any one * game ' display possibilities of variation within itself ? A demand 
for novdty may be noted in many features of life. What is this from the stand- 
point of variety of activity ? Why is there a tendency in the Jme arts to stand 
aloof from ordinary pursuits, and especially from necessary functions like eating, 
&c. ? Wherein does the dinner in courses display ' variety in the stimulation of 
sense-organs ' ? Why are food-stuffs treated in such artificial ways that the 
resulting food suggests no ' natural taste ' ? Why separate milk into butter 
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and cheese, and grain into starch and gluten? Are artificial foods and 
beverages any less pleasing because they " do not occur in nature " ? Is there 
any tendency in the development of art to pass from the less artificial to the 
more artificial? (E 3.) Why? Is the field or horizon of stimulation 
increased thereby ? At what point does listening to a harp become excru- 
ciating ? In what way does nervous exhaustion make itself felt in the case 
of the organs of sight, hearing, smell and taste respectively? Is nervous 
' energy ' propagated at the same rate in all nerves and in all animals ? To 
what can the propagation of nervous energy be best compared ? Is nerve- 
substance of exactly the same composition in all animals ? Does the rate of 
propagation of a nervous^ discharge depend upon some property of the nerve- 
matter? How would 'natural selection' tend to fix the rate of propagation? 
How long would it take a nervous impulse to reach all parts of a Uon one 
hundred feet long ? Could any advantage accrue to an animal in the struggle 
for existence from a very high rate of neural propagation ? For what animals 
would survival depend most upon the rapidity of propagation of nervous dis- 
charges and of muscular contraction ? Compare the lion, whale and zebra. 
Is the rate of propagation the same at all periods of life ? Has temperature of 
conducting nerve any influence upon the rate of propagation ? What are some 
cases of chemical change in which temperature influences the rapidity ? Do 
telegraphic despatches proceed less rapidly on cold days ? How does the rate 
of nerve propagation compare with that of electricity ? Does any chemical 
change tsJ^e place in the wire conducting a current of electricity ? Can you 
mention any chemical change which is spasmodic, requiring a certain time to 
elapse before the change can proceed (or be repeated) ? What are the features 
and causes of muscular exhaustion? Are there any reasons for supposing that 
a nerve is altered in any way by the propagation of a discharge such that 
it requires time and material for its restoration? What are some of the 
phenomena of vision which throw light upon this subject ? Why should the 
eye be specially sensitive in respect of exhaustion ? What is the theory of the 
cause of images seen on looking at a white surface after having gazed fixedly at a 
patch of colour ? Explain this phenomenon of after-images for the case of a 
black spot on a white surface, and of yeUow patch on purple background. After 
the eye has been ' exhausted * for a certain colour, why does the complementary 
colour when looked at appear so vivid? What are some of the effects of 
over-use of the eyes ? Is the exhaustion of the nerves due to the same cause 
as the exhaustion of muscular fibre ? Why does the effect pass away after rest 
or sleep ? What is the theory of the cause of the * stiffness ' of muscles after 
they have been overworked ? Why does stiffness result especially from some 
unaccustomed labour ? Why is it that the same work done while ' in training ' 
is not followed by stiffness? What is the phenomenon of formation and 
elimination of waste-products ? In what way are pleasure and pain directly 
implicated in actions beneficial and detrimental respectively ? How has such 
a correlation come to exist ? Does an animal deriv.e any benefit in the struggle 
for existence from the correlation? Can the correlation be the outcome 
of natural selection ? What is the effect of continuing to smell a flower for a 
long time? Is there any phenomenon of smell like complementary colour 
images ? Is there such a phenomenon as * after-images ' in the case of sound ? 
Why not ? What are some of the more common experiences of the painfulness 
of over-stimulation of sense-organs ? Why do objects and works of art lose 
their beauty when the nervous system is exhausted or the body sick ? Are the 
degrees of change (variation) concomitant ? What bearing have the variations 
of Beauty due to conditions of nervous system upon the question as to whether 
Beauty is an objective entity ? Why should beauty be affected by the con- 
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ditions that produoe a sick headache ? Why should beauty be so implicated 
with objects and oonditLons gratifying to human beings ? What very important 
implications has the absence of pain and avoidance of pain for human beings ? 
Why is man seldom represented in sculpture in the position of head downwards ? 
Do all actions suggest strain ? What is the physiological difference between a 
strained position and voluntary activity not over diifficxdt of performance ? Is 
a chemist always conscious of the smeUs that normally pervade the laboratory ? 
Why is a visitor to a boiler-factory surprised at the auditoiy callousness of Uie 
riveters ? Do the workmen in iron foundries wear smoked glasses ? Would 
an Esquimaux, writing about his own country, be likely to pay much attention 
to the fragrance of home life ? Show that our sense-organs roister change of 
state rather than absolute states. Would a continued discord come to be 
pleasant if listened to long enough? Is pleasant the same as insensiUe? 
What sense-organs are the fine arts especially directed towards ? Why has 
the cult of the nose and mouth been somewhat neglected in the fine arts? 
What are their function in life as partly contrasted with that of eye and ear ? 
To what extent do 'permutations and combinations' enter into art? How 
can they give rise to variety ? Are they consciously utilised to attain varied 
effects ? How is it possible to represent any assignable number by using only 
ten signs? Out of what range of tones have all pieces of music been 
constructed? Before one can paint a picture must he possess pigments 
different from any heretofore employed in painting ? Which of the three arts, 
music, painting, or sculpture, attains the greatest variety of products from the 
smallest stock of means ? What is the object of the * sonata- form ' in music ? 
Where is variety displayed? Wherein is there an economy of means? 
Does unity meeui the same as economy? What are some of the 'labour- 
saving devices ' displayed by language ? What are some of the (theoretical) 
labour-saving ways in which these devices were attained ? Was the progress 
from the imitative to the artificial? Do you conceive that the easiest 
beginning for speech would have been onomatopoeic imitations of the predominant 
audible qualities of some objects ? How would this easily pave the way (gap 
over the interval) to purely ' formal ' words ? In what ways were the vocal 
sounds probably extended ? Was this process a passage from the more natural 
to the more artificial in the enunciation of phonetic sounds? Was there 
a transition from the more natural to the more artificial kind of idea^ expressed ? 
Was there an increase in the artificiality of the association between sounds and 
ideas? What kind of unity does economy of means tend to produce 
spontaneously ? What are some of the ways in which a musical theme may be 
" varied *' ? What element of variety exists in the orchestra that is lacking in 
the case of the piano ? What is the effect of giving a part of an orchestral 
composition to the string instruments, another part to the 'wood- wind,' and 
another to the horns ? Try to express as clearly and vividly as possible the 
tone-qualities of each of the various instruments in an orchestra ? To what is 
the peculiar tone-colour of an instrument due ? Mention some cases in which 
this tone-quality of instruments has been strikingly applied to suggest a certain 
emotional state ? Why is the effect of a theme different when ' given out ' by 
different instruments ? What changes does a theme naturally undergo in being 
translated into terms of various instruments ? Why is the thematic method of 
composing preferable to the attempt to write symphonies or operas with no 
' repetitions ' whatever ? What is noticeable about many of the operas written 
during this century founded upon the song-method of composition ? What makes 
it difficult to compose two hundred songs each with a different final cadence ? 
Why is it sometimes refreshing to read a novel that does not end in the marriage 
and two children cadence ? Does tiiis mean that every novel is essentially wrong 
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that does not close with a divorce or adultery ? Does the following definition of 
a work of art accord with the facts :■ — A work of art is a product of human activity 
designed to voluntarily stimulate well-nourished and not exhausted neural 
systems in certain ways so as to give a maximum of pleasure with a minimum of 
expenditure of energy upon the part of percipients. Give instances of Symmetry 
and Balance from works of art of all kinds. Are these features to be found in 
every work of art? What reason can you give for the prevalence of such 
features in works of art ? Are these features discernible in aU the objects and 
groups of objects not formed by the hand of man ? How do you explain the 
pleasure that arises from the (Contemplation of a work of art displaying these 
qualities ? Take several works of art and, by the use of your imagination, 
vary the mode of disposition of their various parts, and note the effects in 
each case. Does absolute symmetry seem to be more essential to the 
pleasing effect of some works of art than others? Is there any law? 
What are the various phases of symmetry possible in figures and solids of aU 
kinds ? Are aU kinds displayed to the same extent in terrestrial objects and 
their manner of disposition? What does the idea balance suggest as its 
' necessary antecedent ' ? Does balance in a musical composition refer to 

* gravity ' ? Does symmetry always obtain where there is balance ? Are 

trees exactly symmetrical? Are trees symmetrical in all planes? In 
what cases do balance and symmetry mean the same thing? Are light 
and shade * balanced ' in a picture in order to make it hang straight ? What 

proportion of * vases ' are sjrmmetrical, display balance, and do not display 
balance, respectively ? What is the probable origin of the sjonmetrical mode 
of treatment of vases ? Vary the dimensions of a vase in all directions by the 
Tise of the imagination, and record the resulting judgment of its beauty in each 
case. Why is a vase that stands crooked on its base, viz. leans to one side, 
unsatisfactory ? Why does a vase that is so lopsided as to hardly stand, 
strike us as ugly ? Why may the vase lack vertical symmetry without dis- 
pleasing us ? What is it about a vase or a piece of turned wood that suggests 
its mode of execution^ Are stone urns made in the same way as vases? 
How would you explain the dissatisfaction aroused by a stone urn that is lop- 
sided or does not stand ' true ' ? Is there such a phenomenon as transferring 
one's feelings to objects of a like form, but made in a different way ? Can 
this transferred ground of criticism be explained as a feature of * mental associa- 
tion by likeness ' ? What is " expectancy " ? Can you show that when a 
mode of execution of an art-object changes, the mind continues to demand the 
qualities which like art-objects possessed by virtue of a former and different 
mode of execution ? Apply this idea to many art-objects now executed by 
machine methods, such as carpets, printed fabrics, stamped metalwork, and 
pressed or moulded pottery and glasswara Discuss the problem in relation 
to vases and urns executed in bronze. Mention all the implications of 
symmetry, balance and force of gravity that you can think of. What are the 
qualities of the differerent arts that would make some more amenable to the fact 
of gravitation than others? Does any musical composition display exact 
symmetry ? Why is symmetry such a feature of architecture ? In what 
arts is stability of importance ? Could considerations of stability ever be the 
determining cause of a symmetrical arrangement ? What important features 
of architecture invariably display a symmetrical arrangement? Why do 
stone and iron bridges usually display a symmetrical arrangement ? Give all 
the cases of symmetry that spring from mode of execution. Pottery, glass- 
ware and woodwork display a wide range of symmetry. What are the modes of 
execution here that give rise to a symmetrical arrangement ? Give some extra- 
neous causes of symmetry. Why are our windows and doors usually rectangular 
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in outline ? Can functional adaptation to utilitarian ^nds be a determinative 
of symmetry of parts ? Are all cases of symmetry displayed by art-works 
the result of design in deference to a sense of the beauty of a symmetrical 
arrangement ? Is it possible to interpret all the cases of symmetry in terms of 
the observed phenomena of stability (equilibrium) ? Are such generalisations 
from art- works as symmetry, balance, unity, etc., explained when they are inter- 
preted in terms of the laws of other phenomena such as those of physics? 
Give instances. What kind of symmetry is displayed by the human face and 
figure ? What is the cause of this symmetry ? What is the mode of forma- 
tion of the human body and the bodies of allied animals ? How does bilateral 
symmetry spring from embryological development? Was the bilateral 
symmetry in this case entirely due to * sesthetical feeling ' ? In what cases 

is a symmetrical arrangement due to identity of function ? Explain the 

symmetry of the arrangement of the members of the body. Is there such a 
feature of organic life as functional symmetry ? Does bilateral likeness of 
action increase or decrease in degree and complexity with the progress of animal 
forms? Is symmetry of form (morphological symmetry) an outward and 
visible sign of symmetry of function (physiological identity) ? Is this true of 
art-objects that have functional implications ? Is similarity of parts a con- 
comitant of similarity of function in the organic world and in the small and 
industrial arts ? Which arises first, the organ or its function ? Does the 
diflferentiation implied in right-handedness disagree with any law stating the 
correlations of form and function ? Is the following key to the phenomena of 
morphological development of H. Spencer a perfectly general one: — "Equal 
amounts of growth take place in those directions in which the incident forces are 
equal " ? Is this stateable in terms of functional activity ? Does it apply 
in that form to aU art-objects subserving in whole or part a practical end ? 
Apply to various articles of furniture. Apply to household utensils of all 
kinds? Does it apply to the difference in size between the front and hind 
wheels of a carriage ? What differentiation between their functions corre- 
sponding to their differences in size and build ? After having explained the 
various causes of symmetry, how do you explain the plea^sure which arises from 
it, viz. why does a symmetrical arrangement give pleasure, whatever the 
symmetry may have been due to ? Why should care be taken not to force the 
matter of symmetry upon all phases of art ? Apply to symmetry the various 
qualities of art-classes as disclosed in the bases of classification. Is it quite 
safe to account as cases of symmetry features of poetry and music which appeal to 
the eye in looking over the poem or score ? Does the ear scan a symphony as 
listened to in the same way that the eye scans a gigantic cathedral ? Does one 
feel the relation of the parts of a symphony in the same way that the eye is 
conscious of bilateral symmetry in the parts of some object ? Why this differ- 
ence ? In what respect is the metre of poetry (not read as jingle) an approxi- 
mate regularity only ? Try the experiment of reading poetry to the beat of a 
metronome. With what degree of accuracy of the division of time by beats 
may the ear often be satisfied ? Is it comparable to the average accuracy of 
judgment displayed by the eye in regarding a gable or parallel lines ? Give 
some instances of the accuracy of the eye in detecting slight deviations of 
lines from the vertical, from the horizontal, the detection of a symmetry 
in the lines of gables, etc. Institute a comparison between the way in 
which the unpleasant incisiveness of tone of a violin solo is softened by the 
addition of the other " parts," and the device of counteracting the gaudy effect 
of a patch of colour by placing other vivid colours beside it. Explain. 

Is Counteraction the same as Balance and Symmetry? Show that both 

case? differ essentially from that phase of symmetry and balance depending 
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upon conditions imposed by gravity. How would you define symmetary 

and balance so as not to force the ideas upon features where the symmetry 
and balance are not appreciated (perceived) from the hearing of the works? 
How long can a natural laugh be continued without stopping? Why do we 
like a little pause between funny stories ? What in stories usually supplies 
this need? What argument is there for mixing the serious and comic in 
drama ? What danger does a book run that proposes to be funny throughout ? 
Why does deep abstraction in a serious subject sometimes leave us verjr suscep- 
tible to a comical mistake or occurrence? Why is laughter sometimes so 
dij95cult to control just when most necessary? Is a single mental mood 
exhausting? Would a complete change of mood offer relief? Define a 
serious mood as distinguished from a light-hearted mood. Does laughter 
draught away a discharge of pent-up energy entailed by long attention to a 
serious subject? Do musical compositions display any variations that are 
comparable to the above changes of mood ? . Is this feature taken cognisance 
of in the symphony? What are some features of music corresponding to 
solemn and sprightly moods respectively ? Do the differences of tempo, time, 
force, etc. correspond to your definition of the serious and ludicrous respec- 
tively ? Why are novels liable to be ' tame ' when there are no complexities 
of plot ? Is variety of stimulation in any way connected with ' holding the 
attention ' of the observer ? What are the implications of ' attention ' and 
' uncertainty ' as to the result of an act ? Is surprise a feature of attention ? 
What are the implications of surprise and the unexpected? Is novelty a 
feature of surprise? Can colours and forms surprise as well as dramatic 
events ? Why has a cry been raised by art-critics against the many repeti- 
tions of ' ships in storm,' etc. ? In what ways does objective nature display 
variety ? Was this variety designed to satisfy any human desires for variety 
of stimulation ? Is not variety quite as much a matter of variety in nerve- 
sensibility as of the presence of a multitude of permanent objective possibilities 
of stimulation ? What is the difference between the real environment of an 
organism and its possible environment? What would 'subjective environ- 
ment' mean from this standpoint? What are some features of the envi- 
ronment of art-works that probably influence art-works more nearly than 
climatic influences ? Why is it so difficult to find Canons of Beauty which 
will apply to all departments of art ? What bearing has this upon the easy 
possibility of attempting to force the extension of certain terms ? Is Beauty 
exactly the same in the case of a face and a symphony ? Is harmony exactly 
the same in reference to musical tones, colours, and 'character' in drama? 
Is there any " grammar " of art that wUl enable any one to produce lofty and 
beautiful works of art ? Is it grammar that has made languages what they 
are ? What is the difference between conclusions from facts and the appli- 
cation of rules? What are some differences between auditory and ocular 
sensations which make music very different from painting ? Does it make a 
painting and a symphony the same to call them both ' works of art ' ? Upon 
what does the efficiency of a general term depend ? What is meant by the 
assertion that a general idea becomes less definite as it embraces an increasing 
number of ' single instances ' ? Why do we dislike a photograph (portrait) 
which displays the face or body in an unnatural position ? Why are unnatural 
positions and expressions so common a feature of photographs ? If there 
were only one human being on earth, would his postures and movements be 
unnatural ? What is the possible influence of dress (costume) upon postures 
and the mobility of the body? What is the effect of the heavy and stiff 
overcoat upon movements (1) as felt by the wearer, (2) as observed by another 
person ? What would probably be the ultimate effect of the very high stiff 
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collar upon the mobility of the neck and head ? Has the long use of the corset 
by women had an effect upon their postures and movements ? Would the 
loose flowing Grecian costume make the body any less stiff if worn over a corset ? 
Does the corset influence the movement of bending over to pick up something ? 
What has been the effect of "instantaneous exposure" upon portrait photo- 
graphy ? * Is there any longer any need of fastening the head in a vice ? 
Why is there seldom any need of putting a child in a particular position for 
photographing it ? How are convicts photographed in Paris ? Why ? 
Why is a child ordinarily sufiBciently " posed " for being taken ? Why are 
the natural movements of a child often very graceful? Is artificiality of 
movement due to self-consciousness ? What is the cause of self-consciousness ? 
What is the effect of trying to do something while thinking about something else ? 
What is the effect of a non-passive state of mind upon automatic actions? 
What is the effect of violent emotions upon automatic actions ? Can grace- 
fulness become automatic ? Can ungracefulness ? Why do the actions of 
young children, and of young animals in general, affect us as funny ? — of older 
children, as graceful ?^-of boys and girls, as often awkward ? — of middle-aged 
men and women, as sometimes affected ? — of old men and women, as pathetic 
or ludicrous ? What is meant by Repose, applied to architecture ? Take 
instances of buildings which do, and -do not, display repose, and tabulate the 
differences. Can these differences be generalised into a definition of repose ? 
What is the predominant character of buildings which display repose ? Is 
repose usually a concomitant of structural stability? In what cases are 
symmetry and balance concomitants of repose ? Mentally alter some of the 
symmetrical arrangements of temples, and tabulate the change of expression 
with respect to repose. To what extent is the symmetry of the lintel, arch 
and dome a necessary antecedent of the expression of repose ? Is repose a 
measurable quality ? Is structural stability a measurable quality ? What 
does repose mean as applied to the works of each art? Can the idea be 
generalised to cover all cases? Are there any implications of structural 
stability in the quality of repose as applied to colouring and to music? 
Has repose any implications of expenditure of least energy on part of spectator 
or hearer in these cases? What are the implications of repose, security, 
restfulness, ease, reserve, force, quiet ? What are * quiet ' colours ? What 
would the analogous expression 'quiet soimds' mean? Give concrete 

instances. Does the * ease ' refer to the performer or to the listener ? To 
what extent is ease on the singer's part necessary in order to suggest the feeling 
of repose on the part of the listener? What does repose in actiTig mean? 
Is reserve force implied ? Do we always know whether the mind of the singer 
or actor is perturbed or not ? Do we transfer our own feelings to the actor ? 
What does repose mean when applied to statuary ? Does it imply ' structural 
stability,' or * ease of performance ' ? Are repose and gracefulness in any way 
implicated? Compare (1) feeling of personal security in viewing a temple 
strongly built; (2) feeling of restfulness in viewing a landscape without any 
rugg^ outlines and overhanging cliffs ; (3) the feeling of satisfaction in listening 
to a song sung with fulness and security of tone, suggesting ease and command 
of singer; (4) the feeling of assurance at the sight of an actor in full command 
of his part and performing all his actions with perfect ease and assurance. 
Does repose bear the same relation to statical features that gracefulness does to 
movements ? What structural causes can you adduce of the Unity which a build- 
ii^ may display ? How may unity spring from ' construction ' pure and simple ? 
Would unity thus caused be in deference to comprehensibility ? Would such 
unity not have the same effect, however, as designed unity? What kind of 
unity is displayed by a^ree? Is 'organisation' a form of unity as displayed 
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in organisms ? What is the cause of the unity displayed by the body of an 
animal ? Are we impressed by such concrete examples of unity ? Can you 
fancy that unity in art- works ever sprang from observing unity in organisms ? 
What purpose has unity in organisms ? Can you refer the origin of unity- 
devices to the unity springing spontaneously out of constructive devices for 
ensuring stability? Show that many of the features of art-works coming 
under the head of Proportion may be referred directly to a spontaneous adapta- 
tion of the art-object to useful purposes, and in deference to the exigencies of 
structural stability, as in architecture. Could you refer our sensitiveness to 
fitness of proportion and to gracefulness of action to a long intercourse with 
an environment in which the human race has been daily compelled to observe 
objects and actions suited to particular ends and the momentous results of 
unfitness ? What is the relation of this explanation of the pleasure derived 
from proportion to the explanation of proportion in general ? What is the 
effect of a very large head upon a small body ? What is the explanation of 
our displeasure at the sight of a large head and trunk on short and small legs ? 
Show that the size of a dome bears a structural relation to the dimensions of the 
supporting structure. Show that what in a building leads to a tendency to 
instability in the building becomes to our eye (and mind) a s^iggestion of in- 
stability. Give examples from all styles of buildings. Do facts, and aesthetic 
feeling, and reason coincide in the following judgments : — ^A dome, very large 
in comparison with its supporting structure, (1) tends to instability, (2) suggests 
' topheaviness ' and (3) possible danger? A small dome, with a very large 
(massive) substructure— (1) does not justify the exorbitant preparations for the 
support of the dome ; (2) dome cannot be seen well from near at hand ; (3) if 
seen, lacks effectiveness of size, due partly, perhaps, to its smallness relative to 
the large substructure. Apply the same test to buttresses, flying buttresses 
and columns. Does this deny the eflSciency of the proportions of a certain 
edifice, say a Greek temple ? What does it affirm in contradiction of the idea 
that certain mathematical relations are perceived by the mind and are pleasing 
to it by virtue of the ratios, whether: it be in the heights of mountains, or of 
columns, or lengths of tones, or lengths of scenes in a drama ? How do the 
variations tend to show that proportion is conditioned by several factors, among 
them structural features and the aesthetic effect aimed at by the particular art? 
What do the proportions of a vase depend upon ? Why is it not usually a 
yard broad and three inches high ? Why is it not a yard high and two inches 
in diameter ? Why is the bulbous part of the vase often nearer the base than 
the top (particularly in slender vases, like the modern Egyptian water-bottles) ? 
What is Proportion as a psychological phenomenon ? ' Can proportion be felt 
as a sensation, or must we always perform an abstraction in order to be conscious 
of its displayal by an art-object ? Do we necessarily deal with the science of 
form in contemplating objects about us ? Is the science of geometry necessary 
in order to see bl cubical object, a circle, etc. ? Can one properly deal with 
Proportion apart from the particular object displaying it? What advantages 
are there in regarding Proportion as a functional attribute of works of art? 
Are conclusions safe that are drawn without reference to the concrete objects for 
verification ? Give instances from works of architecture that seem to indicate 
tiiat the proportions are the outcome of the solution of structural exigencies, and 
not of A priori selection. Give instances of proportions which seem to arise 
out of functional exigencies from objects serving a practical purpose. Why 
should many examples of these functionally determined proportions occur in 
organic bodies (including the human body) and in objects of the ' small arts ' 
class ? In what sense is the structural side of Proportion only a phase of the 
functional side ? Has Proportion in any art- works the object of r^ulating 
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the d^ree of stanraladon of sense-organs and mind ? Does it ever appear as 
dramatic subordination, viz. as an aid to comprehensiveness by preventing dis- 
traction of attention ? What are some of the laws of attention-phenomena ? 
Can you show by examples of all kinds of art-works that " unity in variety " is 
a means of stimtdcUing a large number of nerves without eochavsting the nerves 
(sense-organs, etc.) and the mind ? Explain, according to the idea of nerve- 
exhaustion, why a piece of music cannot be heard repeatedly in close succession 
with pleasure. What is the raison cCetre of the arrangement of pieces in an 
artistic concert-programme ? Compare such a distribution of different styles 
of music, modes of rendition, etc., with the designed succession of courses in an 
elaborate dinner. What is the purpose or function of the arrangement in both 
cases ? Is a theme * repeated ' in a dinner ? How would you explain the 
process of a piece of music becoming " hackneyed " ? Can this be referred 
solely to nerve-exhaustion? In what way is memory implicated in the 
process ? Does the piece recover its original pleasumbleness if not heard for 
several years ? Is some music more liable to become hackneyed than other 
music ? Has hackneyed any connection with poor renditions ? Could you 
assert that a Tnemory of nerve-exhaustion was possible, viz. that the effect per- 
sisted ? Is there any music that was haclmeyed from the very beginning ? 
Can you discern a certain sameness about the arias of some Italian operas of this 
century? Can the mind be dulled (exhausted) for certain combinations of 
tones and successions thereof, and fail to be refreshed by these, although they 
appear in different songs, etc. ? Why is it not wholly expedient to arrange 
a whole concert of baUcids^ or symphonies of Mozart, or arias from operas? 
How did a certain traditional style of recitative come tx) be adopted for operas ? 
Does a picture ever become " hackneyed " ? How can we avoid the unpleasant 
contemplation of a picture ? Can we close our ears to a certain part of a 
concert programme ? Are the unpleasant effects of a picture quite as intense 
as those of unpleasant music ? What is the difference between the two arts ? 
Some music dramas occupy three hours of actual stimulation of nerves. Would 
you enjoy looking at a picture for that length of time? Why is it you can 
observe the stage-pictures for so long a time ? How long can you look at 
pictures in a '^tilery' ? Does a symphony stop when you * drop your eyes' 
or close them ? What is the function of the wait *' between acts," and between 
the parts of a symphony ? Why does a theme in a symphony not become 
haclmeyed in its ' repetitions ' ? How does the thematic method of composition 
as exemplified in a symphony display ** unity in variety " ? Consider the 
sonata-form as a means of maximum stimulation with minimum exhaus- 
tion. Is the assertion a valid one that — a good work of art will make an im- 
pression " at the first hearing," and that subsequent hearings ought not to lessen 
the pleasure, providing they be not too frequent. What condition of the hearer 
is assumed in the above assertion ? Does the first hearing of a symphony 
mean the first time the subject has ever heard any music ? Why does musical 
enjoyment predicate a greater experience in hearing music tlian enjoyment gained 
from seeing pictures or reading books ? Does nature offer us any every-day 
experiences of music? Astonishment is often expressed at the beauty of a 
very simple musical theme. Is simplicity any assurance of musical value ? 
Give some instances of music which grows rapidly uninteresting in which the 
fault mav be referred to an abuse of simplicity (cf . some * three chord ' melodies, 
hymns, &c.). Could this lack of interest of the mind be referred to a lack of 
variety in stimuli? Express simplicity of stimulation in psychologic terms, 
and compare it with unity, repetition and reposa Is there any tendency in 
musical development to retain a ' running equilibrium' with the development 
of the musiod sense ? Is the lack of interest at a first hearing of a new work 
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by elimination to the absence of one or all tlie featnres of unity, order, etc. ? 
What paintings can yon mention as displaying a careful selection of details ? 
Is any purpose discernible in the particular selections practised ? Attempt to 
indicate the aim of the artist in each case, and in how far the details selected 
contribute to or detract from this intended object. Can you show bow the 
inclusion of other details would have tended to weaken the effect ? Through 
the use of imagination introduce objects of various kinds into various pictures j 
note the variation in effect and try to explain in each case. How much desire, 
ability, and effort to appreciate a painting may be safely attributed to the average 
observer of pictures ? Bread-winning calls forth great exertion. Why will 
not every work of art educe the same exertion from the observer ? Is any 
anxiety evinced by men to add extra work to their necessary labour ? Why 
does the nervous system resent a too great draught upon its energy ? Can 
any general features of drama be pointed out as evidencing an effort on the part 
of the playwright to attain the maximum of dramatic effect while demanding a 
minimum expenditure of energy by the hearer ? What are some of the devices 
recommended for attaining clearness in prose composition ? Can any of these 
devices be shown to militate against the dissipation of the reader's energy in 
comprehending ? What is meant by the choice of su^estive details in the 
description of a character in a novel ? Explain from the standpoint of the 
economy of energy why the adjectives employed in poetry should be chosen with 
cara lest they distract the attention of the reader (or listener) from the main 
thread, and thus dissipate the energy of the reader and injure the general or total 
effect. Wliat are some of the objects of dividing a scientific treatise into 
chapters and ' parts ' ? What two functions does the division of a long poem 
into stanzas and cantos subaerve ? How is one tempted to subdivide 
'Hiawatha*? What ia the function of paragraphical division in argumen- 
tative prose ? Why is a symphony divided into ' parts ' ? Why into /<mr 
parts usually ? Why is it a fortunate thing for man that night was created? 
What is the normal effect of trying to see everything in a large " exposition " ? 
Does the division of a sermon into firstly, seccindly, and thirdly make it 
any shorter? Have subordination &aA principality the purpose of enabling a 
■work of art to rivet the attention of the observers ? In what kinds of works of 
art is this most important ? Show clearly how different subordination is as 
applied to architecture and drama respectively. How is it possible to apply 
the idea Unity to art-works that display great differences in form and purpose 
(viz. psychic effect and structural and symbolic purpose) ? What is the 
relation between Principality and Unity ? Are not Principality and Subordi- 
nation features of Unity ? Is their object to fix the mind upon some one 
object in order to attain some one end ? To what extent does the ' refrain ' 
of a poem keep the attention fixed upon some one object or thought ? Is this 
reducible to economy of attention, or to comprehenaibility, or to incisiveneas of 
repetition, or to force through cumulative effect ? In what way does alternation 
tend to relieve repetition ? What feature of variety does it introduce ? 
Give instances from works of art of all kinds. Does alternation appear in 
musical compositions and in drama? Does alternation bear the same 
functional relation to repetition that variety does to unity — as complexity does 
to simplicity ? Can massing be reduced to a form of Prin^pality ? Can 
Parallelism ? Has massing the same effect as Repetiiion ? How does 
massing tend to the attainment of unity of action with diversity of figures in 
painting and drama ? Does it not imply subordination ? In what sense is it 
a mode of grouping? Are Central Point and Radiation reducible to massing, 
grouping, principality and Radiation ? Are all these features functionally 
allied, notwithstanding their morphological distinctions ? In what way mfU 
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the balance of lights and shadows in a picture contribute to distribute the means 
of stimulation and render the picture more interesting ? Can you give some 
instances from pictures in which parallelism seems to contribute to the compre- 
hensibility of the action presented? Can parallelism of figures become a 
visible sign of unity of action? Has central point a like function of con- 
tributing to the comprehensibUity of a scene or action? Are these not 
particular phases of ' grouping ' ? What is masdnff in architecture ? Is not 
massing in this case often the spontaneous outcome of the structure of the 
building? In what way do massive projections (buttresses, centaral projections, 
wings, etc.) give * character ' to a building ? What light and shade effects 
residt therefrom? Describe from concrete examples how the boldness of 
projection opposes itself to the lack of stimulation of a, flat design. What are 
the implications of ' interest in a surface ' and depth of light and shade ? What 
is the difference between the scratching of lines upon a surface and the 
carving of a surface so that it becomes a complicated surface for light and shade 
effects? Contrast the Egyptian column with the Ionic or Corinthian column. 
What makes vivid and complicated play of light and shade interesting ? Is this 
effect similar to tiie auditory effect of the interspersion of chords and discords ? 
Why should comprehensibleness be a pleasing quality in art- works ? Are 
there any implications of this quality, and small expenditure of energy on' part 
of the spectator ? Is the vivid portrayal of predominant qualities of objects 
to be r^arded as a means to making the painting easily comprehensible? 
Does such an aim justify a slight exaggeration of the predominant qualities ? 
Mention the predominant qualities of objects of all kinds. Is there any gain 
in variety attained by paying strict attention to catching the predominant 
characters of objects for painting ? Can trees be painted in such a way that 
the spectator is immediately conscious of the kind of tree represented ? Give 
all the qualities by which trees of various kinds are distinguished one from 
another. To what extent is hesitation or doubt as to the objects represented 
injurious to the effect of a painting ? Can you give any instances of landscape 
paintings which relieve us of any unnecessary expenditure of energy by their 
remarkable clearness ? To what extent is the distraction of attention by the 
lack of perspicuity injurious to the effect of a picture that is designed to suggest 
some ulterior idea ? What artificial procedures are possible and justifiable in 
order that the representation of a certain group of objects may suggest some idea 
not explicitly represented by the mere objects? Can unity, arrangement, 
subordination, be regarded as devices for preventing the frittering away of the 
energy of the spectator ? If this were true, what art in particular would be 
likely to display such features ? Does a play depend for its effect upon the 
sensuous enjoyment of the many tableaux vivants presented ? Does ite whole 
effect consist therein ? To what extent may the effect of drama be said to be 
beyond that of any one part taken by itself ? To what imaginary change may 
one expose a drama in order to judge of the difference of the above effects ? Is 
this change exactly parallel to that of looking at a stained glass window turned 
upside down ? Why is it not indifferent which way a drama is played, viz. in 
what order the pictures succeed one another ? Would the performance of a 
symphony from a score looked at in a mirror be a parallel case to that of the 
reversed drama ? The ludicrous in some form or other is a feature of everyday 
life. Is it justifiable to exclude it from a drama ? In what way may such 
an exclusion contribute to the unity or to the comprehensibleness of a tragedy ? 
Can phases of the ludicrous, which are not episode, be introduced into tragedy ? 
Is economy of the spectator's energy the sole olDJect in the exclusion of the 
ludicrous from a tragedy ? What is the end to which subordination is a phase 
of fitness as a part of unity ? In what sense are selection of details, uuity, 
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fiubordination, exclusion of the ludicrous, artificial expedients ? "What general 
effect is tragedy, as opposed to comedy, designed to exercise upon the observer ? 
May not continuity sometimes be the almost unavoidable result of mode of 
manufacture, or of functional arrangements ? To what may the continuity of 
the edge of a plate be attributed ? Does the continuity exist solely to add to 
the sesthetical effect ? Does it serve as a continuous handle by which the 
plate may be handled easily? Is it the natural outcome of the mode of 
execution ? Would it be as strong were it lambent (discontinuous) or dentate ? 
Could it be as easily cleaned ? What is the difference between this case of 
continuity and that of the lines of the entablature of Greek temple or horizontal 
mouldings (stringcourses) of Gothic nave ? Can continuity ever be the 
natural result of the arrangement of parts such as to secure greatest structural 
stability ? Would this interfere with the effect of continuity upon the eye ? 
Apply to the exterior outline of the dome. Why is it of special importance 
in case of dome that there should be a visible means of support ? Is the dis- 
satisfaction experienced at the sight of a dome springing out of a flat roof with 
no visible connection with the ground to be attributed to the incomprehensi- 
bleness of such an arrangement, or the doubt about the structupd arrangement ? 
Why is a tower with walls rising in tiers (like that of Chiavelli, Italy) or of the 
tower of Boris (Kremlin) unsatisfactory ? Does such a telescopic arrangement 
satisfy the eye as to the way the vertical walls are supported from below? 
Give instances of domes which spring inexplicably out of the roof. In what 
way do the domes of many of the Mosques of Constantinople thoroughly satisfy 
the eye as to their means of support ? In what way do they display continuity 
from the ground to the crescent ? Can continuity in this case be regarded as 
a phase of structural wiity ? Can the structural clearness of support be validly 
reduced to a feeling of assurance of the spectator ? Is personal safety implied ? 
What is the difference between the objects of a tower or dome and of a telescope 
(pocket instrument) respectively ? Are there any assignable faults of tiie 
Pantheon in Eome ? Are they expressible in terms of lack of continuity ? 
Can there be any continuity where a dome with circular base springs out of a 
gabled roof? Does a portico or gabled roof form a good junction with a 
circular building ? Why do the straight lines and angles of a gable hardly 
seem to harmonise with the rounded profile and surface of a dome ? Is this a 
mere matter of visual discord ? How then can a dome fitly rise from a square 
or hexagonal base? (Cf. Cathedral in Florence. and small tombs in mosque 
enclosures [cemeteries] in Constantinople.) Is the latter arrangement entirely 
agreeable when the square enclosing walls are carried up for some distance above 
their juncture with the rounded dome ? In what way do the pendentives of a 
dome contribute to its interior continuity ? . Is this a case of structural 
continuity ? Can flying buttresses be regarded as cases of structural unity 
through continuity ? What explanation do they offer to the eye of the way 
the outward thrust of vaulting is met and neutralised ? In what way do they 
carry the eye from the walls to the roof ? Are these cases of Transition and 
Gradation ? What is the difference between the transition as displayed by the 
visible surface of the pendentive from the outside of a Turkish mosque, and 
transition as displayed in a symphony ? Is it justifiable to use the term for 
two such discrete cases? What important meaning has continuity for 
the drama, and especially for the music of the music drama? Of whangs 
feature of actual life is such continuity a reproduction ? What is the eS&fl^r^ 
the absence of such continuity from a play or opera ? Give examples. jm 
what way would a Roman toga be affected if worn on the surface of Jupiter ? 
What is meant by a ' critical point ' in axt ? Would an inhabitant of the earth 
appear ' beautiful ' to the hypothetical inhabitants of. Jupiter ? 



A 5] 37 

(A 5.) — Beauty is sometimes said to be one and the same in a symphony 
(music), a building (architecture), in human face and figure (sculpture). Can 
you discern a looseness of thought underlying the assertion? Can you refer 
the confusion to any psychic tendency displayed in mistakes generally ? The 
statement can hardly be an absurdity : what truth does it express ? What are 
the essential differences between a symphony, a cathedral and a statue, objec- 
tively considered ? What is alike in their psychic effect upon the observer ? 
Does the mind analyse the feeling pleasure into qualitative categories ? What 
is common to all pleasures irrespective of the objects or occasions which are 
their concomitants ? What grounds has the mind for generalising all experi- 
ences from the standpoint of Pleasure and Pain, of abstracting this subjective 
element and making two abstract generalisations Pleasure and Pain ? Are 
the concepts Pleasure and Pain the same as the feelings Pleasure and Pain ? 
Which would you rather entertain in your mind in each case, the concept or the 
feding ? Can we generalise the diftlBrent phases of delight or satisfaction in 
art-Works-? When we have generalised and abstracted the common mental 
concomitant of the sensations, etc., experienced from art-works, what justification 
have we for the procedure ? . Have we any justification for going further and 
projecting this mental concept into the objects and of hypothecating it as the cauH 
of the feeling. Pleasure ? Give several instances of this mental phenomenon 
of hypostasisation. Eetrace the whole process of generalisation, abstraction 

and hypostasisation in the case of art-works (Pleasing Object == Beauty). Give 
all the evidence you can adduce that both th% feeling and the concept Pleasure are 
mental phenomena, and have no objective existence disdernible by the human 
mind. Moreover, what do we mean by a generalisation? Under what 
circumstances is a generalisation possible? Upon what does abstraction 
depend? Show clearly just how these two processes may easily lead to 
confusions in that they pay attention to certain features that are alike in two 
objects by intentionally disregarding differences in other respects. What is the 
abstract-generalisation that might lead easily to confusing a bat with a bird and 
a whale with a fish? What great advantages spring from a power of 
' abstracting/ and what are its dangers ? Analyse this reasoning and apply 
it to the consideration of " the Ugly " : — Sulphuretted hydrogen is unpleasing ; 
bisulphide of carbon is unpleasing ; therefore sulphuretted hydrogen is bisulphide 
of carbon. Criticise this reasoning: — H2S and CS2 are noisome; the effect 
they produce upon our minds is due to a revelation of the noisome. Is there 
such a thing as the absolute Beautiful ? Is there any such Ding an sich as 
the Absolute Ugly? Are there any art-works that are absolutely hesxitiful? 
What is the difference between the adjective beautifvi and the noun Beauty ? 
To|what mental activity are adjective-ideas principally due ? Are there no 
degrees in the pleasure we derive from contemplating objects ? Try to form a 
series of natural objects that cause in the contemplation of them different degrees 
of pleasure and pain. . Does the pleasure-and-pain-series have an indifferent 
portion? Can all natural objects be arranged in such a spectrum? From 
Comparative Eeligion arises an idea that human ideas of Deity are the different 
subjective manifestations of a something outside of us, one and the same. 
Applied to art-works, this conception might mean — there is a something — Beauty 
—outside and beyond us, which manifests itself in the various art-works. How 
could you account for the origin of the conception in the second case (as applied 
to art- works) ? What is common to all art- works ? What is the seat of their 
conception? Criticise this reasoning : — ^A symphony is conceived in the musician's 
mind; a picture is conceived in the painter's mind; .'.a symphony is a painting. 
And this : — Minds are the discontinuous manifestations of a continuous mind ; 
Beauty in art- works is the discontinuous manifestation of a continuous Beauty ; 
.*. Beauty is a Ding an sich unconditioned by particular minds. In tb^ 
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spectrum of mental reactions stimulated by objects of all kinds is it possible to 
increase the reaction by cultivation, viz. increase the sensitiveness of the mind tb 
painful and pleasing efifects of objects ? Is a leper repugnant to all persons in 
the same degree? How may the reactions of our feelings at the sight of 
objects be blunted ? What is the psychic basis of the phenomenon, Familiarity 
breeds contempt ? Are there any differences among the arts as to the pro- 
portions in which pleasing objects and indifferent objects and ugly objects enter ? 
May literary art deal with the indifferent objects with greater consistency than 
painting ? To what do you attribute the tendency in -Esthetics formerly to 
ignore decoration and music? Why must we rest satisfied with the explana- 
tion of many very general phenomena (such as the physiological relation between 
art- works and human environment) ? Has it been proved — (1) that art- Works 
vary in the amount of pleasure they excite from day to day; (2) that the 
variation can often be referred to variations in the physiological condition of 
the contemplator ; (3) that the pleasantness of art-works is not simple, Ijut a 
compound made up of a number of sensations, which compound probably varies 
slightly in its composition for different individuals. Can such features of beauty 
be explained by regarding beauty as pleasure, which the mind has a tendency to 
refer to the art-object exciting it ? If beauty be regarded as entirely subjective^ 
are the following phenomena explained ? — (1) The pleasant stimulation of the 
mind by the many different kinds of art- works, differing as greatly as a symphony, 
a rug, and a drama ; (2) Beauty is not entirely universal, there are racial differ- 
ences, like those marked by the differences in types of facial beauty ; (3) beauty 
depends to a certain extent upon cultivation^ as music in a child. Moreover, 
th^ cultivation may be conventional to a slight extent ; (4) the criteria of taste 
are very general, and several systems are probably possible, although some 
systems are founded to a greater extent upon the natural basis of the human 
nervous system, while others are more capricious ; (5) beauty is not a simple 
homogeneous matter ; it is dependent upon a number of small points, such as 
fidelity of imitation, functional consistency, structural security and its sugges- 
tions. Can the approximate ' tmiversality of beauty ' be explained as the 
natural outcome of the uniformity in the way in which the neural system of 
human beings is affected (excitation and reaction) ? Can the variations from 
perfect universality be explained in the same way ? To what extent is the 
nervous organisation of civilised races uniform ? Does the assumption that 
there is no objective entity. Beauty, imply that there are no intrinsic qualities in 
art-works by reason of which they are pleasing ? In what ways do these 
intrinsic qualities differ for different kinds of art-works ? To what extent did 
the " association-theory " of Beauty exclude intrinsic qualities of a pleasure- 
giving nature from art- works? What is the difference between (1) that there 
are no intrinsic qualities necessary to art-works in order that they may be 
pleasurable ; (2) that there is one intrinsic quality inherent in art-works of all 
kinds ; (3) that there are intrinsic pleasure-giving qualities, but that they differ 
for diiOferent classes of art- works (for music, decoration and drama, etc.)? 
What explanation is ofiered of the necessity for a certain degree of cultivation 
in order to enjoy certain art-works to the utmost ? Is the mind a passive 
factor in art-enjoyment? What reactions of the mind do art-works of 
various kinds compel?^ (Cf. D 7.) In what way does this necessary mental 
reaction relieve one from committing himself to the hypothesis of passive sen- 
suousness as the basis of higher art ? Is cultivation of faculties a necessary 
antecedent of this mental reaction ? How does the theory of Beauty as a 
pleasurable stimulation founded upon inherent qualities of a certain kind in 
art- works serve to explain all the " manifestations of Beauty," not only in art- 
works, but also of natural objects, in so far as their intrinsic qualities agree with 
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those of art-works ? Does such a hypothesis thoroughly eliminate any metft- " 
physical assumptions ? Does it effect a compromise between the extremes of 
assuming that Beauty is purely objective or purely subjective respectively? 
Compare it with the idea of the homogeneity of pleasure, whatever may be the 
Jieterogeneity of the means by which it be stimulated ? In the expressions 
" eye-pleasure," " ear-pleasure," " scent-pleasura," does the identity of the second 
part of all the words express a psychological fact ? Criticise the following 
assertions : Beauty is the pleasure which is the more or less constant and general 
concomitant of certain kinds of stimidation ; art-works display sanu of the ways 
of pleasantly stimulating us ; the pleasure does not differ from other pleasure 
except ia the modes of stimulation which art-works propose ; these modes of 
stimulation (as defined in B 1-10) may be taken as defining testhetical pleasure 
as distinguished from other pleasure. The Beautiful exists in the subjective 
experience only, although the constancy with which tlie experiences may be 
repeated and the generality in the way it affects a number of people give it an 
objective tinge ; it may not be conditioned by the existence of particular persons, 
but it is nevertheless conditioned by the existence of persons. How may ugly 
objects be made to possess an interest by art-treatment? Does "interest" 
connote pleasure ? How was pleasure defined ? What does interest denote 
that is comparable to this? Do we dwell long upon objects (sensations, 
perceptions) that are not " interesting " ? How then can an interesting object 
be ^u/lij'i Is pleasure aroused by sense-perceptions alone? Why are 
children pretty generally ijderested in objects without any discrimination of the 
pleasurable qualities of the objects ? Why do objects become less interesting 
as we become more famUiar with them ? Why does an action long enough per- 
sisted in tend to lapse into an uMojiacimis automatic action ? Why should the 
iwvdty of a group of sensations have anything to do with vividness of consciouB- 
ness and a pleasurable feeling? Does mere mentaljactivity carry with it a 
certain wave of pleasure ? Ia this allied to the pleasure arising from the 
moderate exercise of a well-nourished and unfatigued muscle ? Must the mental 
activity be such as is concerned in life-preserving activities, or may it arise from 
simulated activities ? Coming to a disposition of colours reproducing some 
object. Many paintings display feuxs that are not beautiful and may be ugly. 
How would you explain the interest excited and the pleasurable feeling attendiiig 
the contemplation ? Could interest in a represented face cause us to persist 
in contemplating it in spite of an uncomfortable feeling? Could the mental 

"'vity stimulated by the picture furnish auSicient pleasurable feelings to over- 
le the displeasing sensvjms effects? Can a good design be pleasing as 

^ ,rds the disposition of figures in spite of an unpleasing disposition of colours ? 

hat does a human face excite besides sense-perceptions ? What do we mean 
by tlie expression, ' a face shows character ' ? Would these more removed 

reverberations account for tlie excess of interest-pleasure over sensuous discom- 
fort? How would you explain the pleasure ai'ising from meditating upon life 
and upon character? How would you explain our interest-pleasure in con- 
templating or meditating upon pathological features of form or character or 
conduct ? What has man's interest long centred upon, and under what com- 
pulsion was he forced to take notice of it, viz, persist in paying attention to it? 
Can newspapers be said to report only the sensuously pleasing features of life ? 
What are some of the strange phenomena that the scientist feels himself impelled 
to investigate in spite of sensuous discomfort ? Wliy do all kinds of animals 
even poaaeas a certain pleasurable interest for us ? Is this on account of their 
movements ? If in pictures they be represented at rest, how may they never- 
titelesa suggest capability of movement? Does their adaptation for certain 

avities appeal to the mind, or is it perhaps perceived, rather than reasoned 

:t? How may mental associations make the contemplation of ugly objects 
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pleasant? May the suggested ideas be pleasing while the stimulating object 
is sensuously displeasing ? How would you explain the interest-pleasure in 
the countenance of a villain ? Are we here dealing with the norm of art- 
objects? Does Drama strive to produce another aesthetical efifect than the 
other arts ? What is plot-interest ? Why are we so interested in human 
events and doings ? What is the nature of the " dramatic thrUl," as distin- 
guished from other sesthetical effects? What psychic effects do the terms 
sublime, beautiful, forcible and ludicrous connote? Can a drama work 
its efifect without any of the pleasing sensuous effects of the other arts? 
What is the difference between moral depravity and physical filth? Is 
a villain absolutely necessary for tragedy ? Ts some offence against morals 
absolutely necessary for tragedy ? Does a breach of morals appeal to 

the senses? Is a death absolutely necessary to the forcible efifect of a 
tragedy ? Tabulate all the deaths and violent actions to be found in Shake- 
peare's plays. Why should we so often associate the idea of murders, violent 
acts and catastrophes with the word tragedy? From a tabulation of the 
happenings, physical and mental, of all the tragedies accessible to you, try to 
determine what is the foundation of dramas, and try to explain why they adSect 
us as they do. Show that the stage play is an ' immediate presentative ' art. 
What bearing has this upon the admissibility of ugly features into its web ? 
In what sense is discord in music comparable to the passing phases of ugliness 
in drama ? Would we care to live with a thief or with a very squalid person 
all the days of our life? Is it just the same to read about lepers as to 
live among them? What can the novel deal with that would hardly pass 
muster on the stage ? What is it that can make lepers very pathetic, and 
living among them tragical ? What is the difference in efifect of ' filth as a 
presentation of sense ' and disease as a scientific * concept ' ? What are some 
phases of ugliness that are permissible in the novel that we would hardly care to 
have about us in pictures or sculpture ? Can you justify this upon tiie follow- 
ing grounds : — (1) The features are not presentations of sense ; (2) they are 
evanescent, viz. they fade away into other features with the development of the 
plot; (3) the pleasurable total effect predominates over the detailed ugliness. 
Can the calm satisfaction that accompanies the dSrwuement of a plot recom- 
pense for the discomfort of the ' complications ' (the tangled web) ? Is this 
aesthetic efifect paralleled by the harmonic tangling, the intensification of dis- 
cordant efifects preceding the final chord into which they resolve themselves ? 
What is the difference between pain and sadness ? Is a song in the minor key 
painful ? Why do painful experiences become less distressing in the * represen- 
tative ' form of memories ? Can an idea (conception) ever be painful in itself ? 
Can all ideas be thrown into a form that completely precludes any implications 
of pain or pleasure ? Is the idea expressed by the word " pain " painful ? 
Will a treatise upon diseases ever give one the disease treated of? What art- 
works can approach nearest to the infliction of real pain ? Why ? Give 
some actual instances from music in which a discord is intensified in order that 
the subsequent ' spring ' into clearness and openness of chord may be more 
pleasing. Does our pleasure in a chord and discomfort in an unending succes- 
sion of discords come merely from having been told to feel that one is pleasing, 
and the other displeasing ? Is art-enjoyment wholly conventional ? Is it 
wholly natural ? How is this explicable upon the grounds of the subjectivity 
of Beauty ? Is not the pleasure we experience in a general alternation of 
chords and discords founded upon the variety of stimulation of auditory nerves ? 
How can a discord offer relief to the mind ? If mere variety in the inter- 
spersion of chords and discords were the source of the pleasure, any order of 
chords and discords ought to be pleasing. Is this true ? Why should some 
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orders of succession be more pleasing than others ? How do you explain the 
pleasure we take in rhythm ? Has the measured (regular) emission of breath 
and movement of muscles concerned in speech something to do with the 
pleasure we take in reading poetry ? Will this account for the pleasure in 
the rhythm of music ? Why should regularity in the play of muscles give 
pleasure ? Is it an outward sign of a neural and muscular energy ? Do 
armies at the end of a long forced march walk as militia on dress parade ? Is 
the pleasure taken in the rhythm of dancing referable to regularity in the play 
of muscles ? Does the over- worked day labourer cultivate rhythmic effects 
in the accomplishment of his work ? Does rhythm presuppose something that 
we would expect to find in art-activity ? Is the object of * keeping step ' in 
military manoeuvres an sesthetical one merely? Is keeping step of prime 
importance in cavalry manoeuvres? What object has regularity and uni- 
formity of movement in gymnasium class-exercise ? In what cases is regu- 
larity in the execution of a movement an outward sign of the perfect ability to 
perform the movement ? In what cases is it a sign of ease of performance 
and absence of obstacles ? Why should perfect, easy, and undisturbed action 
be pleasing to regard as well as to execute ? Of what is the regtdarity a 
sign ? Is the division of unmarked time into regular intervals comparable to 
the division of a wall-space or window into parts? Are space and time 
thereby made 'interesting'? Are there any features of the face in which 
beauty is a concomitant of physiological fitness ? What parts of the face perform 
definite functions ? Are there any a priori reasons for supposing that facial 
beauty was in any way related to functional adaptation ? What is the case 
with other bodily features ? Would it seem natural that features marked by 
functional unfitness would be admired by man ? Are there any reasons for 
supposing that the face has been an object for * sexual selection ' ? Would 
sexual selection run counter to physiological fitness ? What would be the effect 
of natural selection upon the face ? Is facial beauty a constant concomitant of 
pathological conditions ? Is the effect of disease upon the face to make it 
more beautiful ? What is the effect of accidental lesions of the face upon 
(1) its functional fitness for the performance of its duties ; (2) upon its beauty ? 
What is the effect of general bodily debility upon the beauty of the face? 
Mentally expose the face to every sort of distortion and tabulate the effect upon 
(1) the functional perfection; (2) the relative beauty. In what sense are 
animals and man cases of * ornamented construction ' ? (Cf. D 4.) Is the 
primary function of the butterfly's wing interfered with by the colour design 
disposed upon it ? What distortions of the mouth, nose, eyes and skull would 
tend to interfere with the perfect performance of their functions ? In what 
features (such as teeth) is there a connection between health, functional fitness, 
and beauty? What features of the male and female face respectively are 
probably the result of sexual selection ? Do the general facts of natural 
phenomena warrant the sissumption that there existed in primitive man a ready- 
formed mental idea of Facial Beauty ? Would an artistic ideal of Facml 
Beauty have been useful to primitive man? What might have been an 
injurious effect of an artistic ideal in the mind of primeval man ? What 

reasons are there for believing that the effect of uniform * selection ' can be very 
effective when exercised through long periods of time? What are some of the 
effects upon organisms that can be produced by intentional selection during a 
comparatively short period even ? Do you fancy that the Proportions of the 
human face are explicable as the outcome of natural and sexual selection? 
What relation do you conceive exists between the artistic ideal of Facial and 
Bodily Beauty and the actual face as displayed by human beings ? Are there 
any reasons for supposing that the artistic type of Facial Beauty represents the 
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' mean ' of actual facial traifcs ? Would ' composite photographs ' of all tho 
men and all the women respectively of a tribe represent the artistic ideals of that 
tribe ? Is it reasonable to suppose that nature cultivated any such a type and 
that the ugly individuals are the results of extraneous causes ? Is there any 
evidence that our ideals of Facial Beauty are the result of the intercourse of our 
minds with actual faces about us, and of a conscious or involuntary selection 
among our images ? Would such a mental composite photograph, retouched 
by selection, correspond to the artistic ideal? What reasons are there for 
believing that the 'artistic ideal' is not at all a fixed and definable quantity? 
Are women ever represented with a beard in statues and paintings ? Why 
does a beard not add to the beauty of a woman's face ? How is it that the 
man's face can be beautiful either with or without this appendix ? Is the 

same true of the hair on the top of the head ? Is Venus ever represented 
bald ? Are there any reasons for supposing that hair in particular is a feature 
of Facial Beauty that is due to sexual selection ? Mention some of the chief 
cases of hair, horns, feathers, teeth, that seem to have been influenced by sexual 
selection ? Why should sexual selection work with epidermal features rather 
than with the framework of bone ? Does it ? The reaction of our feelings 
seems to be very strong and constant towards the above features of a bald or 
bearded woman. Does this tend to show that the artistic ideal is partly 
founded upon traits resulting from sexual selection ? Are such features of 
Beauty universal in their distribution ? Criticise the following statement : — 
Facial Beauty is such a disposition of members as most generally satisfies a 
sense of beauty generated by the inherited sexual instincts founded upon 
cumulative experiences, and cultivated by personal selection and rejection ? 
Does this statement take account of racial types ? Does it include the rdle 
that natural selection might be supposed to play? Does it include those 
strong mental reactions (cf. Chemistry) towards faces of the other sex, reactions 
which are leocgelj personal? How does this compare and^ contrast with the 
conjectural generation of preferential tendencies regarding inanimate objects, 
natural and artificial ? Is not Facial Beauty purdy conventional? Is it 

not a racial matter ? Would the Chinese be wholly satisfied with the Aryan 
type of Beauty as displayed in Greek sculpture? Would the Chinese ever 
have developed such a type naturally ? If Beauty (Facial) have no objective 
basis, is it necessarily purely personal, or capricious, or conventional ? Would 
it not be a fact, if conventional? In its coarser aspects, has Facial Beauty 
not implications of functional fitness ? Are the Chinese any more delighted 
by a distorted face than we ? In what sense is Facial Beauty specific for a 
certain number of people (race or tribe) ? Is not this the Beauty that Art deals 
with? Is the function of the parts of the face almost identical for man 
wherever he is found ? What are the chief differences in facial features for the 
chief ethnological groups? From examples you may have seen, or from 
photographs of examples of ethnological types, describe wherein certain types 
are unpleasing to you ? Is not colour a feature of preferential traits ? Is 
it as important as form-difiTerences ? To what extent does desire for possession, 
or representable Pleasure in possession, mix itself in our .personal judgments ? Is 
such preferential anticipation probably a feature of our judgments of faces of the 
other sex in actual life? Is it necessarily conscious? Is there a naive 
popular idea that preferential sexual passion is an indication of personal fitness ? 
For what ? A hand ceases to be beautiful when its mechanism becomes too 
apparent. Does this not militate against the idea of the connection between 
Beauty and display of ability in functional activity ? Of what condition 
of the body are swollen veins and apparent sinews the concomitants? 
Extreme emaciation and emionpoint? What are their functional impli- 



A 5] 43 

cations with reprddactidn ? (Cf. H. Spencer, ' Biology/) How do you 
explain the Pleasure we derive from lines ? Do curved lines give us more 
Pleasure than straight ones ? Is the case somewhat like that of chords and 
discords in music ? Does the Pleasure depend more upon the disposition of 
the lines than upon the intrinsic qualities of the lines themselves ? Does the 
eye see a whole design at one glance ? Has any one precisely described the 
modus operandi of looking at a picture or design ? Describe the apparatus of 
muscles that control the movement of the eyes. What is the number of muscles 
engaged in the process ? How many excursions do the eyes make across the 
pages of a two-volume novel? When we spe^ of the eyes being tired do we 
refer the exhaustion to these controlling muscles ? Can you read as well if 
the page is turned so that the lines run vertically? Is this difference due to 
some quality of the retina ? How large a field can the eye be said to ** see as 
a whole " ? What is the probable modiis operandi of seeing a surface as a 
' total effect ' ? Is the faculty of memory necessary ? Is * retinal memory ' 
(persistence) necessary ? At what rate must the eye be moved in order to see 
a surface or object " as a whole " ? Can you devise any experiment bearing 
upon this problem ? Can the controlling muscles of the eye be exhausted by 
exercise, or in any other way impeded for rapid movements, to make images of 
objects less continuous (that is, more like the " stippled images " of honeycomb 
eyes) ? Is there any drug that causes partial and temporary rigidity of the 
eye-muscles ? Draw some connected straight lines in random directions on 
paper interspersed with variously curved lines, and compare the effects upon the 
eye. Are there any complications of muscular ease of movement in the com- 
parative gratification we experience in looking at lines and their combinations ? 
How do you explain the pleasurableness of the jagged liness in a star figure? 
Why not the same gratification in irregularly jointed straight lines? Does 
the eye follow straight lines or curved lines with greater ease ? Can too great 
uniformity of line (such as the straight line) become a cause of exhaustion ? 
Are the conditions of exhaustion of controlling muscles the same as those of colour- 
vision and tone-stimulation ? (Cf. pp. 24 ; 31.) In what sense are crescendo, 
diminuendo, ritard., occeL, etc., the life, the physiology of music as distinguished 
from its anatomy? In what respect are the dynamics of music (cres., dim., 
fz.y sf,, ace., dim,, etc.) like curvature in lines ? Are they both comparable to 
gradation in colour? How do you explain the wide prevalaace of these 
features in art-works ? In what respect is abruptness in musical changes 

and in contiguity of colours similar to lines crossing at ri^t angles ? JCf. 
suggestion.) Is the sudden excitation of entirely difierent auditory nerves 
parallel to the sudden excitation of entirely different retinal (visual nerve-ends ? 
Why should this suddenness of change have any higher implications of mind, 
such as suggestion of life, of activity, of vigour, of dramatic impulse, or courage, 
or discouragement and failure ? Are rapid changes features of living forms as 
distinguished from inorganic repose ? Is the suggestion of life and growth in a 
tree to be referred to the way in which the lines of branching and foliage affect 
the eye ? Is this similar to the suggestions of vertical lines. (Cf. p. 29.) 
Do foliate lines lead the eye more easily than others over a surface? 
Are branching lines more suggestive of gracefulness than the severe rigidity and 
resistance of lines at right angles ? (Cf. Gracefuljiess.) Why do interlacing 

lines give less an impression of repose than disconnected figures upon a back- 
ground (stencil figures like fleur-de-lys upon wall surface)? Why does a 
ramifying design (vine patterns in Persian tiles, mosques of Constantinople) 
exercise such a vigorous conducting effect upon the eye ? Why is the discon- 
nected pattern more consistent with the quiet effect sought for in dwelling rooms 
(floor and waU decoration) than ramifying or intertwining design ? In what 
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special way can intertwined and interlaced lines disagree with the ' conven- 
tionality ' of a design ? Why is it of doubtful expediency to introduce such 
designs into floor mosaic ? In what way may rings of ornament be com- 

bined so as to destroy the effect of absolute flatness so consistent with the 
function of a floor or pavement ? Give some instances of the extreme care that 
it requires to prevent a design from suggesting perspective or projection. From an 
examination of designs of wall papers and carpets formulate some laws as to what 
practices do suggest projection and a consequent interruption of the flatness of 
surface. What is the bearing of this upon style? What would correspond 
to tonal and colour hue in the case of lines ? What are the implications of 
horizontal lines and repose ? What is the line of stable equilibrium for 
liquids ? What is the most colossal example of repose known to us ? Why 
is the night associated with repose ? Is it merely because the majority of 
people sleep at night and work during the day ? Do mountains of a rugged 
character suggest repose ? What is the expression of an irregularly jagged 
line? What is the most tremendous example of the jagged line in 

Nature ? To what extent has it become a symbol ? What corresponds 
to the jagged line in music and coloration? What corresponds to 

the gently curved line in colours and tones? Why are curvature 

and gradation in hue and tone and changes of force and intensity pleasing ? 
Is this a phase of the avoidance of exhaustion of nerves? How does 
variety of stimulation tend to prevent exhaustion? In what way do 

violent curves and jagged lines tend to stimulate the mind? Why is a rugged 
mountain chain fer se likely to be more interesting than a uniform horizontal 
line ? Are there any implications of life in curvature and violent changes 
of direction in lines ? Why do such features tend to catch and engage the 
attention ? To what extent do curved lines enter into organic forms ? Is 
the following assertion warranted by the facts :— The organic world is charac- 
terised by the prevalence of curved lines as distinguished from the rugged Hues 
of the inorganic world ? Give the linear characters of various phases of land- 
scape from the tame to the appalling. What is the comparative nature of the 
geological forces that have produced such varied effects ? What are some of 
the various familiar natural fea,tures that would have conduced to our associating 
horizontal lines with repose, vertical lines with sturdy power, oblique lines with 
unrest and resisting lines ? What are the implications of gravity f Com- 
ment upon the following features : pond lilies ; vertical pine-trees on steep 
declivities ; a gnarled tree growing out from side of rock. What lines repre- 
sent repose for organic forms ? What is the natural expression in sculpture, 
of (1) recumbent figures, (2) vertical figures, (3) obliquely inclined figures? 
Are there any implications here of least expenditure of energy in retaining 
position ? Do curved lines suggest the power of adaptation which we associate 
with organic forms ? Why should the rugged lines of mountains, rocks and 
cliffs not suggest power of adaptation? What is the lineal difference between 
a supple line of gentle curvature, a violent line of curvature, and the stubborn 
resisting lines of inanimate natural objects ? Are the former suggestive of 
life in that they suggest fitness, or an ability to adapt themselves ? Can our 
pleasure in scenery be in part referred to the effect of the lines of curvature 
displayed by mountain ranges, hills, etc. ? Are the suggestions of ruggedness 
and repose respectively what we would expect from the various dispositions of 
the lines ? (Cf. Abruptness.) Is the pleasure partly referable to the colours, 
their juxtapositions and gradations ? (Cf. A 7.) What part do the qualities 
of the materials concerned, hardness, weight, surface, texture (as of distant 
forests), etc., play in the general pleasurableness of scenery ? (Cf. Eood.) Do 
the outlines, etc., of natural scenery suggest the manner pf distribution, viz. 
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their geological pedigree ? (Cf. C 2 ; C 3.) What role do size, extent, etc., of 
features and groups of objects play in the effect ? Does analysis show that 
these various sensuous features of aesthetic effect are present in one form or 
another ? Will they explain the emotions experienced at the contemplation 
of various features of scenery ? (Cf. Awe, etc.) Mention some of the effects 
of scenery (if possible from personal experience) that almost approach religious 
emotions and sentiments. Are these to be explained by mental association ? 
What are some of the suggestions of various phases of scenery which seem almost 
Tiatural, viz. rather universal than personal, and not depending upon artificial 
associations? Are the lines of scenery intelligibly suggestive, viz. can we 
by analysis and elimination distribute causes and effects? How do you 
explain the effects of the following phenomena : — (1) Lightning and thunder ; 
^2) an approaching storm; (3) the ocean when calm, and during a storm; 
(4) the stars ; (5) the full moon ; (6) the sun in the various aspects of sunrise, 
sunset, etc. 

(A 6.) — ^What does a row of (half) " imbedded " columns suggest ? In what 
architectural style do the buildings frequently appear as if the designs were 
applied to the walls ? What does the portico of the Pantheon suggest with 
relation to the circular walls supporting the dome ? Does a portico or a gabled 
roof ever form a good junction with a circular building ? Why ? What 
is the structural function of a column, and what are the parts of that function 
performed by base (if any), shaft and capital respectively ? Could you make 
the following inference from works of Art : — ^A feature is the more beautiful, the 
more clearly it explains to the eye the function which it performs ? Why 
are vases usually symmetrical in form ? What kind of Symmetry do they 
display ? How were they made ? In what Art-objects can you show that 
Symmetry was the outcome of the mode of execution ? Could you support 
the following assertion : — ^A work of Art is the more beautiful, the more forcibly 
it suggests to: the eye its mode of production ? What arguments could you 
adduce for this idea : — The reason why a symmetrical arrangement gives us 
Pleasure may often be assigned to the fact that such an arrangement is con- 
ducive to strTictural security? In what way is structural security associated 
with repose ? Can you show that, in many configurations of material (as in 
natural scenery) in which the parts perform no structural function, a symmetrical 
arrangement gives us Pleasure ? If true, how would you explain it ? How 
would you explain the many cases of symmetrical arrangement in ornament 
pure and simple ? Why is the simple outline of the hexagon pleasing ? Is 
the pentagon symmetrical ? Does it not enter into ornament ? Is the 
design in aU ornament symmetrical? Can a figure be * regular' without 
being symmetrical ? Is Symmetry of more importance in some Arts than in 
others ? Why is it often essentiql to pleasing architecture ? What is the 
effect of an unsymmetrical round arch? Is Symmetry more essential (to 
any one architectural style than another ? Is a vaulted ceiling (stone) ever 
unsymmetrical as a whole? What would be the effect on the eye if the 
columns of a Grecian temple were of unequal length? What would be 
the influence of such an arrangement upon the stability of the building ? Is 
a symmetrical arrangement absolutely necessary to the structural stability of a 
frame building ? What are some architectural feats with wood that are not 
possible with stone ? The peak of the Matterhom is not symmetrical. Does 
this interfere with its effect upon us? All trees are not exactly symmetrical. 
What is, however, largely true with regard to their limbs and foliage ? What 
is ' Balance ' as distinguished from Symmetry ? What function could Balanoc 
iserve in relation to a tree ? What has a tree to contend with ? Why do 
tbe trunks of most trees assume a vertical position, whatever be the inclination 
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of the ground from which they spring ? Would landscape be more pleasing if 
all the rocks were perfect cubes ? In what respect are ships symmetrical, and 
what object has their Symmetry ? How may the rudder alter the bilateral 
Symmetry ? What is the effect of such an alteration upon the course of the 
ship ? Is Symmetry essential to the moored buoy ? Why are yachts not 
symmetrical * fore and aft ' ? What would be the effect if they were ? Is 
the sailing yacht designed to manoeuvre with either end forwards ? Are any 
ships so designed ? What effect has this upon their shape ? Mention all 
the cases you can in which Symmetry is the outward and visible sign of a like- 
ness of function of the similar parts. Does this hold for the animal, vegetable 
and mineral kingdoms alike ? Is the Symmetry of rock- and other crystals 
functional ? Why are doorways and windows generally symmetrical in their 
outlines? Are desk- and bureau-drawers ever unsymmetrical ? Why 
should domes be so universally symmetrical ? Are they symmetrical in one 
plane only ? Why are the * rounds ' of chairs and many other features of 
furniture symmetrical ? Is their structural disposition always symmetrical ? 
Why are books not octagonal or pentagonal or irregular in shape ? Is the 
base of the Great Pyramid an exact square ? Is the deviation appreciable by 
the eye ? Why are ground-plans of buildings usually symmetrical ? Is 
this feature of the ground-plan an outcome of the Symmetry of the facades ? 
Were medieval fortresses and castles strictly symmetrical? How does a 
residence differ from a public building ? Why do public buildings not present 
the form of perfect cubes ? What is the general form of a building dependent 
upon ? Is the function of all walls of a building the same ? What is the 
function of the roof of a house as distinguished from the floor ? Would a 
stickler for Symmetry complain that his head was not exactly like his feet ? 
Why do we object to one arm or leg being larger or longer than the other arm or 
leg? Discuss this statement: — ^The only excuse allowed by the mind for 
difference in form or size of corresponding members is a difference of function. 
Does this apply to an Art-feature that performs no practical or structural 
function ? Wliy are the legs of trousers not made different in size and length ? 
Why are they not made of differently coloured cloth ? Are pictures symme- 
trical as regards colour ? Does a scene in Nature display a Symmetry of 
colour? Do bands or spaces of purely conventional ornament display Colour- 
Symmetry or Colour-Balance ? Are the repetitions of colours in Oriental rugs 
regular ? Why is not the earth cubical ? a watch ? a vase ? Can natural 
scenery be explained as a conformation resulting from the exposure of geological 
formations to the influence of their environment ? Are we cognisant of this 
while contemplating the scenery ? Do we fed it ? To what extent do we 
feel that the forms displayed (including cases of Asymmetry) are the intelligible 
outcome of the forces concerned ? Is a lack of Symmetry in an object usually 
excusable to the mind if a cause or purpose t)f its lack of Symmetry be present 
in the mind ? Will this account for types of scenery ? Can animal and 
vegetable forms be said to be the outcome of the exposure of organic substance 
to the influences of the particular environments in each case ? Will this 
account for differences of form among animals ? Will it account for individual 
variations of form of animals in the same * variety ' ? Will it account for 
certain likenesses of form among animals of very different structures, like the 
fish and the whale ? Why are bank-notes not round and specie not square ? 
Is the ground-plan of the Colosseum a perfect circle ? Is the building ugly on 
that account ? How would it appear were it only fifty feet long, and other 
dimensions accordingly : (1) from the outside ; (2) from the inside ? What is 
the aesthetic effect of the dome which covers the old Mormon Temple in Salt Lake 
City ? In statues of the nude, both arms and both legs are seldom in exactly 
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the same position. Why does this lack of Symmetry not strike us as ugly? 
Discuss Symmetry in its several aspects of structural stability, mode of forma- 
tion, production, or execution, outcome and expression of identity of functional 
activity. €an you show that where constructive stability, mode of production 
and identity of functional activity are not concerned, Symmetry is often replaced 
by " Balance " ? What is likely to be the effect of a human figure in statue 
form which presents "Balance"? What does a violent attitude suggest? 
Is " Balance " as prominent in the latter as in the former case ? What is, 
perhaps, the most striking feature of the Caryatides of the Erechtheion ? Why 
have the faces no expression of strain ? Would the effect be the S£|,me if the 
figures were represented with arms extended upwards? Can you show 

that a symmetrical disposition of parts is so often a concomitant of identity of 
function that Symmetry becomes to our minds an expression of uniformity of 
function ? Will this explain our liking for Synmietry ? Does it add to the 
perspicuity of structure ? Does a symmetrical disposition connote regularity 
and repetition? How would this conduce to perspicuity ? Does this have 
structural unity for its outcome ? Why does the mind experience a satisfac- 
tion from perceiving the mode of construction? Does the mind feel the 
distribution of strains and stresses in contemplating a building ? Why is thp 
column bilaterally (or cudally) symmetrical but not vertically so ? Can we 
* feel ' the functional activity of an inert mass, such as the support of the en- 
tablature by the column ? How would the pleasure experienced therein be 
explained ? Does the perception of structural Jitness to serve a constructive 
function give us pleasure ? Is stability anything allied to absence of strain, 
or reserve force, or repose, or personal security ? Do mental reproductions of 
security from injury flit about the mind in contemplating a sturdy building, a 
row of sturdy columns, a firm arch, etc ? Will this explain the subordinate 
(though existing) importance of colour as a feature of structural Symmetry, and 
its lack of importance where structural function is not concerned ? Has the 
colour on the outside of a structural feature like a column anything to do with 
its real ability to meet the stress imposed upon it ? Does colour add to or 
detract from the actual weight of an entablature ? How would you explain, 
then, the dissatisfaction felt upon mentally representing a Greek temple with the 
columns and [entablature differently coloured on the two sides of the facade ? 
Why would the dissatisfaction be less if the lack of Colour-Symmetry were a 
vertical one? Does identity of colour, like identity of form, become an 
expression of identity of function ? How can you explain this by the mental 
association of similars ? Is the facial tattooing practised by some tribes marked 
by bilateral Symmetry of figure and colour ? Do the " markings " of animals 
display a Symmetry of figure (pattern) and colour? What would be the 
cause of this, and what woidd be the effect upon the observer ? Is " blushing " 
symmetrical ? Why are we not quite satisfied with mere balance in the facade 
of the Grecian temple and in the human body and face ? Could not a short arm 
hcUance the other arm by being thicker ? Could not the facade of a Grecian 
temple be made unsynmietrical and yet be made to " balance " by usiog materials 
of different specific gravities ? Would a face with one blue eye and one black 
eye be entirely pleasing ? Would one eye necessarily weigh more than the 
other in this case? What does Symmetry mean in the case of the wings of a 
bird ? Are there any birds with unsymmetrical wings ? What is the effect 
upon the flight of a bird of clipping one wing ? Are there any birds or insects 
with asymmetrical coloration of wings ? Would such an asymmetrical colora- 
tion be pleasing to us ? To what extent does functional suggestiveness seem 
to be a factor of the pleasurableness of objects in general ? 

(A 7.) — ^Why is the introduction of ribs in decorating the interior of a dome 



48 [A 7 

not above adverse criticism ? Does this agree with the structure of the dome ? 
Could not horizontal ribs be used with equal consistency ? Give arguments 
and examples which support or contradict the following principle : — Ornament 
should not run counter to the mode of construction, but should rather accentuate 
it. What is a constructive objection to the Persian form of dome with its 
bulging outline ? Is an inverted dome (resting on its ajpex) stable ? Is it sufl&cient 
to point to the Moorish " horse-shoe " arch to justify the re-entrant outline of a 
vertical section of the Persian dome ? Would an arch the shape of a section 
of a Persian dome stand by itself (viz. without filling in the re-entrant angles by 
the wall enclosing it) ? Can fitness be felt without a consciousness of the 
means and end and their relationship ? In what arts does fitness between 
form of object and the performance of function enter to the greatest extent ? 
Do the works of all arts have practical " implications " ? What art displays 
to the least extent any opportunities for beauty through the attainment of 
ipractical fitness ? Can a case of fitness be vaguely felt without being con- 
iBciously recognised ? Are we as critical with farcical productions on the stage 
as with tragedy ? What connection has this with, " what an art- work pro- 
poses to be " ? Is the ugly so strictly excluded from works destined to produce 
a humorous effect? Have the pictures in comic papers much to do with 
presenting the highest physical and moral Ideal ? What is usually the means 
of suggesting humorous effects ? Can you prove that some feature of " unfit- 
ness" is always a concomitant of the laughable? Can you show that in 
serious sculpture the " unfitnesses " are reduced to a minimum ? Why must 
we often smile at the conduct of children in church ? Why is a somewhat 
artificial demeanour justifiable in connection with funerals ? Did the Humorous 
exist previous to the advent of organic beings upon the earth ? Is landscape 
often laughable ? What is the function of the linen collar in modem dress ? 
Why is the collar usually white ? If men still wore their hair long, falling 
over their shoulders, what kind of a collar would best prevent the suggestion of 
soiled cloth? Why do painters so often place white next to the skin in 
portraits ? What strikes one in looking at the paintings by the old Dutch 
masters? What gives some fabrics a washable appearance? Has colour 
anything to do with this effect ? Why does white suggest cleanliness and 
purity ? What is the effect of black satin or silk or broadcloth next to the 
hair or skin (1) in pictures, (2) in actual life ? Has the sesthetical effect here 
any ground in the physical effect ? What is the function of underclothing ? 
Does white satin next to the skin alter the above effects much? What 
is there about the texture of linen that gives it a washable appearance? 
Does it require starching to give this effect? Is starching an artistic 

procedure? In what way does it belie the peculiar quality of cloth as 
distioguished from sheet iron ? Why is it a practical device ? Because 
detachable collars and cuffs are good economical devices, is it any reason why no 
other form of undergarments should be worn on dress occasions? What 
inconsistency is there about starched * fronts ' when worn by women ? Are 
sharp points and edges next to the skin pleasing ? Why are standing collars 
and starched breast-plates not forced upon children? . What would be the 
effect of a starched toga ? What will keep up the process of " starching " 
long after its raison d'etre has passed away ? Would it improve the colour of 
the marble to soak the Parthenon in " blueing " ? To what is the cold effect 
of much modem sculpture due ? (Cf. cemetery sculpture.) What is the 
difference between Symmetry and Balance ? Are there instances of either in 
inanimate nature ? Are regular crystals a very important feature of landscape 
natural scenery ? Why should these features (Symmetry and Balance) pre- 
dominate in organic nature ? Calculate the proportion between all existing 
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animals that display Symmetry, and those that display absolutely none? Do 
we know how many fish inhabit the waters of the globe ? What does such 
an extensive feature as this (Symmetry) mean ? Is it so " natural " that it 
has no right to awaken our amazement ? In what sense does a feature of our 
own lives centre about Symmetry ? Can Symmetry be said to be an 

important feature in Art? Can symmetrical arrangements (dispositions of 
parts) be said to have undergone a *' development " along with the general 
evolution of Life ? Is Symmetry as predominant a feature of the so-called 
" lower forms " of life as of the organisms higher up the scale ? Is there any 
« priori reason for supposing such would not be the case ? Does the degree of 
complexity of the Symmetry become more conspicuous along the scale of organic 
forms ? Does an increase in the number of parts (organs, members) give an 
increasing opportunity for more detailed Symmetry ? Is Symmetry merely 
an outcome of the mode of growth ? Is it confined to viviparous modes of 
reproduction ? Give all the modes of reproduction from * fission ' upwards, 
and point out any connection that may exist between these modes and the 
subsequent Symmetry of the organism. Apply the above consideration to 
vegetable forms of life ? Could a symmetrical disposition of parts ever have 
come fix)m acquired features in the intercourse between the organism and its 
environment? What is the present ' environment' in which an animal begins 
and continues its development for a longer or shorter time ? Is it as compli- 
cated an environment as the subsequent one into which the organism is thrust? 
Does its Symmetry develop in complexity accordingly ? Is it possible to 
demonstrate that some of the features of organic 'form' are referable to the 
direct physical effect of the environment upon the plastic organism ? Is it 
conceivable that Symmetry should have been the outcome of organic reactions 
against equal forces, and Asymmetry against unequal impacts ? Can you show 
that in existing forms of animal life, symmetrical dispositions and dimensions of 
parts are the concomitants of symmetrical functional activity, and vice versa for 
unsymmetrical dispositions and dimensions ? Does the Symmetry of the two 
fore limbs of a mammal mean merely a similiarity of outline? Take the 
wings of the bat, or the fore limbs of a monkey, and describe the Symmetry in 
detail to obtain an idea of the wonderful complexity of the Symmetry as displayed 
in complicated proportions in bones, joints, muscles, arteries, veins, different 
kinds of nerves, skin and its developments, &c. Can cases of organic 

Symmetry be divided into classes? Can these types of Symmetry be shown 
to be the concomitants of any types of environment? Is the serial type of 
Symmetry indicative of any pecuUarity of environment or activity ? In what 
way does this dynamic Symmetry differ from the static Symmetry before men- 
tioned in connection with Architecture ? What are the static functions of 
buildings in general ? What are the forces which a building has to react 

against? Is the "environment" of a building as complicated as that of an 
organism ? What of the three functions of Nutrition, Self-defence and Eepro- 
duction, may a building be roughly said to perform? Does gravity for a 
certain place on the earth's surface act in many directions ? What features of 
Architecture tend to complicate its action ? In what directions may the stress 
of the vaulted ceiling of a cathedral be considered to act? What is the 
structural function of the column ? — Of the buttress ? — Of the flying buttress ? 
Why i^ the distribution of columns usually a regular one (c£ 32, 51) ? Would 
the effect of a coat be pleasing if one side were of one colour, and the other side 
of quite a different colour ? Why ? What would be the sesthetical effect of a 
Greek temple displaying bilateral Asymmetry in coloration ? Why ? Why 
may trousers be another colour than the coat ? What would be the effect of 
a GFeek temple if the supporting part were brown, and the supported part 

E 



50 rA7 

(entablature, &c.) a darker brown ? What is the essential difference between 
this last case and the one above ? The roof of a building is often of a different 
colour and material from the other parts of the building. How does this, differ 
from the case of two halves of a fapade, built of different materials, and differently 
coloured ? Consider and discuss the case where the walls were of the same 
material, but bilaterally different as regards the size of the blocks used. Discuss 
this assertion : — A difference of form or colour among different parts of an object 
(building, &c.) is a sign of a difference of function of the parts ; hence Symmetjy 
in colour and form are often necessary to prevent the suggestion of a difference 
of function where none (no difference) exists. What is the difference between 
one column standing alone, and fifty standing together and connected by a 
common entablature ? What kind of stress is the Grecian column least fitted 
to meet, and how is this inability made vivid to the spectator ? Would the 
Ionic temple be more pleasing if each column, standing alone, were able to resist 
the force of a tornado, and displayed its ability to the eye ? How would a 
buttress look standing alone ? Would it have an appearance of stability ? 
How can it contribute to the stability of a cathedral ? What is the structural 
function of a buttress ? — Of a flying-buttress ? Does their dependence upon 
other features indicate their highly specialised function ? Will the severed 
limb of a " higher " animal continue to grow and reproduce the whole animal ? 
Discuss the buttress and flying-buttress as parts of an organism dependent upon 
them for survival, and yet rendering their survival possible. In what way do 
the flying-buttresses suggest to the eye the function they perform, and their 
fitness to perform that function ? Show how the functional activities of the 
equilibrium of the Gothic cathedral may be regarded as more * dynamical ' than 
those of the Grecian temple. What is the effect of a massive roof supported 
by a very few slender columns ? What are the structural disabilities of such 
an arrangement ? How can the slenderness of the columns in the interior 
courts of the Alhambra be justified ? What is the sole stress these columns 
are exposed to ? Does the stability of the main buUding depend upon these 
columns ? Of what materials are that which they directly support ? What 
would be the aesthetic effect of a stone entablature supported by wooden columns ? 
What are the structural disabilities of such a disposition of materials ? What 
is the aesthetic effect of a wooden entablature resting upon many massive stone 
columns ? What is the structural difference between this last and the pre- 
ceding case ? What is the effect of a powerful athlete holding a very light 
weight above his head ? Why are iron columns liable to appear incongruous in 
connection with stonework ? Why are vases usually without " legs " ? 

Why are temples not provided with " legs " ? What is the function of the 
base of a vase ? To what misfortunes is a tall yase exposed ? What form 
has the pedestal of a statue (monument) ? Why can a bronze vessel be more 
consistently provided with " legs " than a vessel of pottery ? Why was the 
vaae, supported by a bronze tripod, a consistent arrangement ? Why is the 
* column ' an absurd shape for table-legs provided with castors ? Give two 
reasons why four (short) legs of any piece of furniture (whether movable or not) 
should not have the form of columns. Where does the strain come upon the 
legs of a piano being rolled on its castors ? Does a column suggest by its form 
any power to meet a stress tending to push it over ? In what two ways is any 
such a stress met in the Grecian temple and the eye satisfied ? Apply the 
adage " in union there is strength " to the columns of the Grecian temple. 
Are columns the only support of the roof of the temple. What parts of the 
legs of a billiard table should be thickest and smallest respectively ? Why ? 
Does the very large upper part of the leg serve exactly the same mechanical 
function as that of the capital (cf. abacus) of the Doric column ? Compare 
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ihe shape with some animal and vegetable fonns that depend upon 
adhering to a fixed mass for their stability in a moving medium. Contrast 
with this the shape of the organs of locomotion of land animals. Is there 
«uiy base or pedestal to the leg of the deer? Point out a contrast in the 
iunotional activity of the deer and the hippopotamus, having for its concomitant 
a structural difTerence marked by fitness to the two respective activities. 
Why is it expedient and usual to introduce " rounds " or cross-bars between 
the legs of chairs ? What are the actual and suggestive unfitnesses of the 
light spindle-legged chair of the French " Drawing Boom period " ? Were they 
much used ? Why can the legs of birds be so slender ? How are ancient 
tripods represented as constructed? Why are cross rods or ties between 
table-legs inconsistent with use ? Why are visible means of fastening prefer- 
able to glue, from the Art standpoint ? Should the parts of an object which 
are particularly subservient to functional use be as highly ornamented as those 
parts which are not so essential to its structural stability or integrity ? Con- 
sider the picture and its frame ; the pediment of a Grecian temple. Why is 
the disposition of vaulting ribs generally symmetrical ? Why is the Symmetry 
a serial one ? Why is it bilateral ? Is the impact of the wind a momentous 
&ctor of the ' environment * of a temple or cathedral ? What part of the 
cathedral would be most affected thereby ? What is the general outline of 
the towers? Are the buttresses a prominent feature? Why are flying 
buttresses seldom present ? Where do they appear when present ? . What 
is the difference between the degree of outward stress of the tower (steeple) and 
the nave vaulting respectively ? Why are the walls of a tower usually very 
thick ? Is it the practical function of the tower to furnish large chambers ? 
What does the support of large bells necessitate ? How do they, in their 
turn, add somewhat to the security of the tower ? Do the buttresses of a 
tower need pinnacles ? What is the function of the pinnacle ? What must 
be its size to fulfil this ? Why is the upper part of a temple or cathedral unlike 
the base? What is the function of the roof of a building? To what 
feature of animals may a roof be compared ? What do animals depend upon 
for protection from the sun? Do any animals construct roofs to their 

"dwellings"? What is said to be the shape of the gigantic ant-hills of 
Africa ? Is the problem of warding off snow from the interior of a house the 
same as that of waiding off rain ? Are there any uniform differences between 
the shapes of roofs in regions subject to snow and rain respectively ? Upon 
what functional grounds can you explain the bilateral Symmetry (in two planes 
at right angles) of the Grecian temple and Gothic cathedral ? Could the two 
sides differ greatly, consistently with the structural stability of their mass? 
Why does the Grecian temple display bilateral Symmetry from the side also, and 
the cathedral not always ? Has the Grecian temple any outward thrust of 
vaulting at the two ends (front and back) to meet? What unbalanced 
stress do the western towers counteract? Were such feats in lofty 

vaulting attempted in cathedrals in the Gothic style in England, as upon the 
CantineTU ? What is the function of the *' tie " in wood and iron roofs ? 
Does its display within and without the building satisfy the observer's 
mind as to the neutralisation of the outward thrust? Why is this 

line so boldly marked in the pediment of the Greek temple ? Is this merely 
the result of an expectancy 'i Does the tie-line of the pediment really tie 
anything ? What is its sesthetical expression ? Would not the gable be 
just as secure without this bold tie-line ? Draw the facade of a Greek temple 
roughly and omit the tie-line, and describe accurately the effect upon the mind 
(eye). What do the inclined lines of the gable inevitably suggest as r^ards the 
^tr«S9 upon the columns underneath ? Is this a structural illusion ? Is it 
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any the less real for that reason ? What does one often see in Egyptian 
mosques connecting the capitals of the columns supporting arches (ai^ades) ? 
Does the wood really serve as a *' tie " ? What is its function ? la it a 
displeasing feature ? To what extent does its expression agree with that of 
the stone tie-line above-mentioned ? Why does a vase display a base (or foot), 
a body and a mouth? In what way are these three features different, so that 
the spectator perceives their functional purpose? Is this the same as fitness to 
fulfil their function? From what does their radial Symmetry naturally 
spring? Would the functional fitness of the parts be better fulfilled and 
displayed if the radial Symmetry were destroyed ? What is the dynamic envi- 
ronment of the vase ? How does it differ from that of columns ? Is a Doric 
column just as pleasing if reversed, viz. stood on its head (* caput ') ? Would it be 
fitting to add a broad block (abacus) to the top of a vase ? Did the colouring of 
a Greek column adhere to the bilateral (vertical) Symmetry and the longitudinal 
Asymmetry of form ? Do crystals forming upon some solid surface out of 

a saturated solution present universal Symmetry ? Have any animals that 
are attached at one end a different form at the free and attached ends respec- 
tively ? Why ? Why is the difference between the upper and lower parts 
(dorsal and ventral) of most fishes less than that between the corresponding 
parts of most land animals ? Is this the outcome of adaptation to environ- 
ments of different complexities? Can the greater complexity of the Gothic 
cathedral as compared with the Grecian temple be explained as the outcome of 
greater complexity of function ? What are some functions performed by the 
Gothic cathedral, not performed by the Grecian temple ? Why are the fore- 
and hind-limbs of an elephant more similar than those of a mole, and still more 
than those of a bird ? Can you demonstrate any causal relationship between 
functional perfection, Health, Physical Beauty and the high development of the 
Human Ideal in Grecian Sculpture ? What were the conditions favourable to 
Physical Beauty in Greece ? Can you trace any connection between func- 
tional perfection and Beauty in our own days ? What is. a modem conception 
of the cause of that disposition of organs, etc., which is most pleasing (1) in 
animals, (2) in man. What is Schopenhauer's theory of the function of 
sexual preferences in the case of man? Has the 'conservation of the 
normal type in offspring ' anything to do with the Human Ideal in Art ? Give 
some striking traits of the general association between Health and Personal 
Beauty. What is the function of Health in the organic world ? Can the 
term Health be applied to any inorganic configurations of material ? Can a 
substance in the crystalline form be considered more healthy than the same in an 
amorphous form? Is the configuration of a crystal an adaptation of the 
crystal to any end ? Is the form of a crystal a means of enabling the crystal 
to retain its Unity, to increase in mass and propagate itself? Can you 
demonstrate that Health is the outcome of adaptation of the animal to the 
environment, and that it is further a surety for the continuance of existence of 
the organism, viz! that Health is a feature of the preservation of the integrity of 
the organism in the struggle for existence, and its propagation through repro- 
duction ? Is Health a sort of guardian spirit ? How would you define 
Health with regard to organisms in general? Is it any more than the 
abstract aspect of an observed condition of organic forms ? What are some of 
the outward and visible signs of Health in man and in brutes ? Can any of 

these outward signs be referred to inner causes ? What are some of the 
activities that are the concomitants of Health and Sickness respectively? 
What are the mental concomitants of both conditions in man ? K Pleasure 
be defined as * a feeling which we seek to bring into consciousneas and retain 
there/ how might Health be defined along the same lines ? Is not the associa- 
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tion of Pleasure with a healthy performance of functions an assurance of the func- 
tional benefit of the condition in the struggle for existence ? Can you show that 
Health really connotes a particular organism and a particular environment as its 
concomitant ? Can you show that a healthy functional activity for one organism 
and one environment may become an unhealthy one by change of environ- 
ment or organism? Summarise all the implications of adapted functional 
activities, fitness for survival, Health, Pleasure and Beauty. In what way do 
a weak chest, imperfect development, imperfect assimilation of food, and other 
disorders, interfere with the performance of life-functions, with enjoyment of 
life, and with Beauty ? What is the difference between the individual sexual 
ideal and the art-ideal ? Has a picture any physiological function ? Is it 
the object of a picture to excite sexual appetence ? What is the object of the 
picture;/rame ? Does the actress playing the r61e of desirable human loveli- 
ness in a play attract every one in an audience ? How great are the personal 
deviations as to what constitutes a handsome person of the other sex among a 
large number of people ? » Why don't we like a " draped " carpet on the floor ? 
What are the functions performed by a floor and a carpet ? Why are smooth- 
ness and horizontality such admirable qualities in a floor ? What facts could 
you adduce in support of the following assertion : — Features of objects that 
make them pleasing in use afterwards come to be pleasing to contemplate^ and 
further, such pleasurable feelings are extended to objects that we have never 
used, though mentally representable as usable. Apply this idea to a Grecian 
Vase, a bronze lamp, a Eoman toga (in a statue, etc.). In what case is " over- 
laying " a wall with coloured marbles most and least objectionable respectively ? 
Why are columns a poor place for a thick layer of stucco ? What is the effect 
of a plastered "portico" when cracked or " shaling off" or a column when the 
paint has rolled up and peeled off in places ? What instances can you give 
which support the following assertion : — Overlaying should not be resorted to 
where the surface forms part of a feature serving a structural purpose (such as 
the function of support, etc.) ? On the contrary, overlaying may be more or 
less consistently applied to parts of a building not in a dtate of stress either 
actually or suggestively. What connection is there between this principle of 
suggested stability and that of construction elucidated and accentuated by 
ornament ? What is the difference between the use of the human figure as a 
motif for features performing a structural function (cf. caryatid) and as ornament 
applied to a surface not under functional stress either actually or suggestively ? 
How jn^Y framed ornament differ from unframed ornament? Does a jug, or 
vase, or bottle become less pleasing by being inverted or laid upon its side ? 
.Why ? How does it come that we are sensitive to the presence or absence of 
fitness of an object to perform its function ? Has fitness to perform function 

been an important feature of man's past ? Has man's survival in the struggle 
for existence ever depended upon the fitness of his movements to perform 
certain functions ? Give some personal experiences of the keenness of the eye 
for detecting traits of fitness or unfitness of movements to attain a certain end 
(1) in the case of animals, (2) in the case of man. How does mixing in 

** society " tend to cultivate this faculty ? Is there tact in movements as well 
as in speech? Wherein does gracefulness consist ? How would you define 
it? Contrast it with the opposite quality? Do Gracefulness and Awk- 
wardness connote any opposite traits of body (** build ") ? In what sense may 
n phrase be said to be awkward? Point out some examples among these 
questions ? What is the outcome of Awkwardness in speech and movements ? 
Why do we admire readiness in repartee and Grace in action ? Is there such a 
thing as statical Grace (as distinguished from Gracefulness in movement)^ 
Can a sitting or standing posture be said to be Graceful or Awkward? 
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Movementa are executed to some end. Have the positions of standing, sitting, 
and reclining, any purpose? Wherein doea an "easy position" conaistP 
We often apeak of the Gxoeefulneaa of children in their movementa and postures. 
Can you discern any reason for it ? Why are the movements and postures 
of children said to be naiwral as opposed to those of old people ? What do 
children practise from morning to night? Do tliey waste much energy in 
' roundabout ways'? What characterises the movementa and postures of the aged? 
How do cripples exemplify (obversely) the correlation of Gracefulness, physical 
perfection and adaptation to the ends of existence (independent survival)? 
Why are the movementa of a drunken man seldom Graceful or fitted to attain 
their ends (if any) ? Why should ease of performance and economy of energy 
satisfy our eye more than the display of the opposite qualities ? Wliat is the 
effect of narcotics, intoxicants, and harmful substances in general upon (1) move- 
menta, (2) health, (3) ability to consummate life-maintaining functions ? 
Why are the legs of some birds so slender ? Would they be better fitted to 
their purpose if they were more bulky ? Would they be more pleasing to the 
eye if they were more bulky ? What is the function of such legs ? Are 
they for walking or tearing flesh apart ? Pass in review a aeries of diSerent 
species of the same animal (as birds) with r^ard to (1) whether they are not 
equally pleasing; (2) whether the deviations in size and proportion do not 
utterly preclude the idea that Beauty consists in any parlietdai' size or proportions 
of body ; (3) whether the true explanation of the Beauty of figure is not a vague 
sense of the fitneaa of the size and proportions of the animals in any particular 
case or in all cases ; (4) whether this idea is not verified by reviewing the 
animal kingdom as a whole? How does this agi-ee with the varying 

proijortions of structural features in Architecture ? (Cf, p, 30.) How else 

would you explain the pleasantness of contemplation of phases of con- 
figuration that are as varied as those of different animals and plants ? 
What are the chief bodily distortions that are met with in human beings and 
considered not beautiful ? Can you trace any connection between these and a 
functional unfitness for the various acts of everyday life ? Show exactly what 
movementa are interfered with by bodily distortions, and why this is. Can 
many of these distortions be referred in their cause to a lack of health or proper 
development in child, or parents, or both ? Can disablements, due to accidents, 
be regarded as the outcome of an unfitness to meet the exigencies of an abnormal 
environment ? Can lack of health become a cause of Ugliness ? Ate 
obesity and emaciation signs of perfect health ? Does Health mean a condition 
of absence of Pain solely ? l)o the dying always suffer Pain ? la not the 
capacity for active exercise included in our idea of Health and in our Ideal of 
Beauty ? Why should there be two types of Beauty associated with Sex ? 
Are there two kinds of Health or two kinds of adaptation ? Is the welfare of 
the species among animals in any way associated with and dependent upon this 
duality of types ? Would not a general survey of Nature's methods incline 
you to an ffl -priori assumption that Beauty either has or has had a functional 
relation to the ends of life? What would be the likeliest function, op 
end, or purpose of the secondary sexual characters ? Is there any support 
for the hypothesis that the Pleasure we take in Human Beauty is a concomitant 
of the existence of physiological features at some time fitted to some end in the 
survival of the individual or tribe in the competition for existence ? Has it 
been definitely proved that pathological traits are inheritable ? What diseases 
and other acquired disabilities are inheritable ? Doea the Theory of Natural 
Selection throw any light upon the Genesis of Human Beauty from the functional 
standpoint? Has attractiveness any function in the animal world? Doea 
it tend to ensui'c the prapagatiou of the species ? Does it tend to support 
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* Segregaticm ' ? What function may be assigned to * Segregation ' ? Can 
secondary sexual characters be divided into two classes, to one of which can be 
assigned a function of anticipating elimination of the offspring, and another class 
merely tending to ensure propagation ? • If Beauty never had any function, how 
would you explain its origin ? Does Nature perform many feats merely for 
self-satisfaction ? If Beauty never had any function, how would you explain 
its intimate implication with sexual traits which are so notably functional? 
Is there any evidence for the idea that Beauty is associated with vmfitness for 
survival and reproduction, and that it is the result of a tertium quid ? Are 
Beauty and Disease and DisabiUty synonymous ? Assume that the various 
features of male and female Beauty have been the slow outcome of a long 
natural and sexual selection and cumulation of the inherited tendencies. Can 
you prove that the successive selections were performed in deference to a 
pre-existing mental Ideal not connected with, and even opposed to, the welfare 
of the individual and of the race ? How would you account for the existence . 
of this a priori ideal? What would have tended to prevent the propagation of 
physical deficiencies? Can you discern in any of the traits (physical or 
mental, passive or active) of the two types of Human Beauty any evidence of the 
diffn^nt roles that man and woman play, and have played, in the competition for 
existence ? Could the genesis of an Ideal be explained by the slow accumula- 
tion of inherited mental tendencies surviving because in consonance with the 
welfare of the individual, or tribe, or species? What traits of male and 
female beauty might not only play a part in sexual attraction, but would be a 
direct and indirect aid to parents and offspring in the struggle for existence ? 
Physical development and strength, will-power and perseverance are mentioned 
as features of attractiveness in men. What rdle might these qualities play in the 
stru^le for existence, especially in primeval and primitive man? Discuss 
other systems of association than monogamy which have prevailed in the past and 
still prevail in some parts of the world. Can these systems of association be 
considered as cases of functional adaptation in the struggle for existence? 
What reasons are there for supposing that tribal customs have their functional 
raisan cCStre as well as the instinctive activities of animals ? Are there any 
reasons for supposing that the survival of a tribe ever depended upon reproduc- 
tion, and that again upon the system of association? What animals and 
plaYits can be referred to as intensely dependent upon rapid multiplication for 
their survival ? What direct connection is there between health and reproduc- 
tive capacity ? In animals is fitness to survive a concomitant of fitness to 
reproduce ? What would follow for the offspring if the fstvourable qualities of 
the parents were inheritable ? Is Nature thereby (through the correlation of 
filaiess to survive and of fitness to propagate) enabled to ' anticipate ' the elimina- 
tion of many weak and unfit offspring ? lUgaid preferential mating as an 
cuiUicipaiory natural selection in so far as the qualities entering into the balances 
in sexual selection are inheritable and beneficial to the offspring in avoiding 
natural elimination. Has Nature a powerful means of protecting her own 
interests in the failure of some individuals to reproduce ? Will this not act 
whether there be a struggle for existence or not ? Would sexual selection evei 
have arisen widiont a stmgi^ for existence? Does preferential mating 
connote — (1) a nutnier of individuals upon which preference may be exercised ; 
(2) some dandard for selection ? « Why do we tolerate the Ugly in Drama ? 
What are passing jdiases ? (Cf. under ' Movement*) What is the difference 
between a taaagieat discord and a persistent discord ? Give some instances 
from Drama of the way in which Ugliness may be employed for effect. What 
is thedifleience between seeing a displeasing face for a moment upon the street and 
having the same before one day after day ? If ancestors had villainous faces. 
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would the descendants care to have their portraits about oontinually ? What 
argument is there for choosing the paintings for the walls of dwelling-rooms with 
much greater care as regards *the subject' than paintings for a **gaUery"? 
Give some instances of the Ugly employed to produce a comic effect. Why 
does a dog become ugly if his body be stretched (in imagination) two feet 
or more ? Mentally expose all kinds of animals to distortions of proportion, 
multiplication of members, enlargement and decrease of size. Try to observe the 
effect upon the mind's eye, and consider how such alterations would affect the 
animal's fitness to survive in its particular environment. See if you can trace 
any connection between visible adaptation, visible form, and satisfaction (Pleasure) 
arising from the contemplation of that form most fitted to survival in its environ- 
ment? Does this apply to domesticated animals where the struggle for 
existence is removed, or to animals in captivity ? What would probably result 
in the following cases : — Eeduction of length of neck of giraffe ; whale reduced to 
size of minnow ; worm made as broad as long ; shark shortened ; butterfly 
enlarged to size of eagle? Why is the snake, among animals, generally 
repulsive to us ? Is it not quite as well adapted to its environment as any 
other animal ? Is not its form highly expressive of its function to the eye of 
the observer? Why should the pleasure at sight of functional fitness be 
reversed in the case of the serpent ? Are venomous serpents only repulsive? 
What other animals are repulsive? Do they share any of the dangerous 
qualities of the serpent ? Are the average eye and mind capable of instant 
discrimination of venomous qualities? Do not those who are accustomed 
to handling snakes lose their dislike for them? How are various animals 
affected at the mere sight of a serpent ? Are earthworms less repulsive than 
snakes ? Is it the form of the snake or its wriggling movement that is most 
effective in repelling us? How did the expression, **a creepy feeling" 
probably arise? Are spiders and wasps as repellent as snakes? Is the 
Ugly only a weak form of the disgusting or of the dangerous ? How can facial 
expression be produced synthetically ? What were the results of experiments 
in the electrical stimulation of the muscles entering into the production of facial 
expression ? Has facial expression ever been thoroughly analysed with respect to 
its muscular mechanism ? What were Darwin's investigations on the expression 
of the emotions, and what were the general conclusions ? What bearing has H. 
Spencer's paper, * The Philosophy of Laughter,' upon facial expression ? Why 
should the discharge of nervous energy from emotional excitement take the 
direction of the face so often ? Give cases in which it spreads over the whole 
system of the organism. Has it been made probable that the mode of distri- 
bution among the animal organs has or has had any functional adaptation? 
Are the physical effects of emotions purely incidental to the nature (force, etc.) of 
the discharge and the qualities of the organs (distance from nervous centre, ease 
of contractibility, etc.), or are there spedjic modes of distribution of discharge ? 
Is the mode of distribution spedjic enough to justify prediction (verifiable)? 
Criticise the following reasoning : — Supposing it to have been proved that 
in some cases the mode of distribution was such as to display a functional adap- 
tation in the resultifig movements, etc., it follows that the emotional discharge was 
a specific one and had a function as exemplified in the differential adaptations in 
the given cases to preserve the organism or escape punishment. Has facial 
expression of the emotions any function as regards personal preservation, or is it 
the mere purposeless result of a nervous discharge ? Why is it spedjic in its 
uniformities for various emotions? Does this differential uniformity result 
from differential * charge ' of nervous energy ? Do the resulting expressions 
display any functional adaptation ? Does the nervous discharge have its facial 
reverberations in the case of animals also ? What directions does the emotional 
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nervous discharge take in the case of a dog ? What is meant by the saying 
that a dog has an " intelligent ' face ? Why not a fish ? What characterises 
the face of civilised man as distinguished from that of the fish ? What has been 
an important parasitical function of the face of man for ages ? Would the 
activities concerned ' in speaking tend to add to the mM,lity of the face ? 
Would this make some of the facial muscles so sensitive to nervous discharges 
that they would readily respond to any nervous discharge such as that of 
emotional excitement? Give some cases in which the discharge does (in 
modem man) actually take the form of speech. What is the nature of tlie 
exclamations and language in such cases ? Are they specific ? Are they 
traditionally specific? Are they purely conventional? Are there any 
reasons for believing that they arose naturally and are not purely personal, or 
capricious, or conventional? What evidence is there that, in general, the 
nervous discharge takes the direction of " best-beaten paths " ? What three 
causes of the formation of a path of least resistance can you give? What 
would the three following ideas mean when applied to this subject : — Path of most 
important fimctional activity (physiological) ; path of protective reaction or 
anticipation ; path of least resistance as established by persistence in activities 
cultivated in a state of civilisation ? Why should the muscles of the trunk be 
affected in laughter ? What phases of the expression of the emotions can be 
referred to reactions of the body established for the preservation of the indivsdual 
in the struggle for existence ? To what extent have such modes of expression 
become 'survivals in culture'? Are there any reasons for regarding the 
mobility of the face of civilised man as due to the long plastic effect of use 
of facial organs in speech ? In what way would this tend to establish an arti- 
ficial path of least resistance for nervous discharges ? What features of the 
facial muscles would make them natural shrines of pilgrimage for the released 
energy? How are the facial muscles distinguished in general from other 
muscles ? Would a large muscle be as likely to respond to a nervous discharge 
as a small one ? To what extent are muscles absorbers of nervous energy ? 
Is there any evidence that a large muscle actually requires a greater quantity of 
nervous energy to effectually stimulate it than a small muscle does ? Is there 
any correlation between the mass of a muscle and the amount of energy it 
requires in order to contract ? Are the facial muscles usually exhausted by 
the utilitarian pursuits of life? Can these several conditions of the facial 
muscles be considered as sufficient to explain the importance of the facial 
muscles in the expression of feelings and emotions ? Does mere nervous dis- 
charge serve to explain the differential aspects of facial expression ? What expla- 
nation would you propose for the phenomena of opposed modes of expression for 
opposed modes of feeling ? Does this explain itself naturally from the opposed 
neural characters of the discharge ? What are the emotions which are marked 
by a + amoimt of energy, and what are the emotions that seem to retain the 
nervous energy instead of discharging it ? Can the expression of all emotions 
be explained as the outcome of mind, nerve and muscle conditions, or has 
artificial selection played a part in causing the differentiation of two modes of 
expression standing for two different mental states ? Are there any effects 
of such an artificial selection in the phenomena of language^ What are 
some emotional expressions which exigencies of perspicuity would tend to 
differentiate ? Does this idea apply to the phenomena of opposed muscular 
movement concerned in nodding and shaking the head as a sign of affirmation 
and negation respectively? Are the smile and pout definitely opposed 
muscular contractions? Would such distinctions be sufficiently important 
for the purposes of life as to be cultivated ? (Darwin.) Is facial expression 
symmetrical? What physiological explanation could be validly proposed for 
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the symmetry of nervous discharge and muscular contraction in general? 
Would it not seem unnatural (that is, surprising) if such contractions were ifu)t 
symmetrical ? Is it natural for animals in general to wink with one eye ? 
Why is this such an efifective sign ? Would emotional expressions have to be 
opposed in character in order to be effective ? (Cf. p. 49.) What impresses 
one in looking at a collection of photographs of persons of both sexes ? How 
do they compaie with a 'composite photograph' in point of Beauty? Is any 
clue to what constitutes Facial Beauty obtainable from photographs or by the 
application of photographic methods ? Can you suggest any system of inves- 
tigation that would solve the problem ? How might the sexual element be 
eliminated ? How might the personal element be eliminated ? How might 
the ethnological element be eliminated ? Does your own judgment of faces 
lead to the conclusion that some actual faces are more attractive than the type of 
face displayed in Greek sculptures and others less attractive ? 

(A 8.)— In what way does the weight and texture of material influence the 
Style of costume ? If the earth were four times its present size, would 
the folds of a Grecian cloak (Pallium) have been different ? How might this 
have been partly corrected? Would this have effected the costume of the 
Middle Ages ? What effect would it have had upon the * proportions ' of a 
Greek temple if marble had been ten times as heavy (specific gravity) as it was ? 
Can the Gothic style, as displayed in cathedrals, be said to be more dependent 
upon the qualities of materials used than the Greek style of temple ? Why 
is a ' stove-pipe ' springing out of masonry so ugly ? Why would a Un roof be 
unsatisfactory upon a Grecian temple ? Why is an ornamental crest to a roof 
cut from galvanised iron unsatisfactory ? Why is a very thin edge of a pro- 
jecting gable roof ugly ? What is one feature of building that is necessary to 
suggest solidity 'i Does sheet iron ever properly balance (offset) stone con- 
struction ? Why has a very small structure of sheet iron a thin meagre look ? 
Is there any actual danger of its falling or being blown over ? What serves 
to give the roof of a Japanese temple an appearance of weight and 'depth'? 
Why are stones placed upon roofs in some parts of Switzerland ? What in 
particular gives a Japanese roof a decorative Beauty ? What is the colour of 
the usual surroundings of a Japanese temple ? In building a wall of bricks 
or stone, why are the rows so laid that the middle of a brick or stone covers the 
joint of the two bricks or stones below? What is the sesthetical effect of 
this overlapping? Why are the joints of a brick wall not filled up with 
brick-coloured cement, so that the wall may present a perfectly uniform surface ^ 
What is meant by a wall displaying "character"? Why do the thick tiles 
of a Japanese roof give it ' character ' ? What makes a large uniform surface 
uninteresting, and in what way does a play of light and shade relieve it ? Is 
there any relation in artistic effect between the size of a building and the size 
of the stones or bricks composing it ? Why are bricks usually of a uniform 
Size ? Is either the size or the uniformity in deference to artistic demands ? 
Are all the bricks in a wall of exactly the same colour? Would the effect 
of the wall be more pleasing if the bricks were all exactly alike in colour ? 
Why are walls that are built of " fire-clay " brick often more interesting than 
walls of red brick? What objection is there to the hexagonal brick for 
building purposes ? In the case of " pressed bricks " does it take any longer 
to stamp out one form of brick than another ? Would it entail much trouble 
to produce bricks of a slightly varying hue ? Would it add greatly to the 
labour of bricklaying to introduce simple designs in different coloured bricks? 
Do wooden shingles (unstained) remain exactly the same in hue ? What is 
the useful purpose of the roll (flange) on the Japanese roof-tile ? What effect 
^oes this overlapping roll have upon the light ? What is the ^Esthetical 
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Effect of the ' ribs * (formed by the roll) on the Japanese roof? What is the 
^Esthetic Effect of the curved surface of the roof? What -^thetic purpose 
has the elaborate edge of the Japanese roof? Why is the roof an important 
feature of a house ? Show that honest display of function in a roof gives it 
Beauty. What difference is there between the form of invitation, ** Come 
within my waUs " and ** Come under my roof " ? (Ruskin.) Why are glazed 
tiles suited for roof covering ? Why does glaze add to the Durability of a 
surface? Why is a tile roof easy to repair? What relieves the wall 
sur&ce of a log house from bareness or monotony ? Compare the ideas relief 
and relief. (Cf. bas-rrfte/l) Why is polished variegated marble not necessary 
to the Beauty of a Grecian temple ? Why do Greek temples retain so much 
of their dignity and grandeur in a worn and ruined condition ? (Cf. Temples 
in Sicily and Paestum.) Were all temples in the Grecian style constructed 
of marble ? Were any constructed of hrick ? Why was the Grecian temple 
style not adapted to brick construction ? Was the Gothic style more catholic 
in this regard ? Define the essential structural differences between the Gothic 
cathedral and the Egyptian temple from this standpoint. Is the consciousness 
of weight a factor in our impressions of Architecture ? What is the difference 
in effect between a small mountain and a large mountain ? Would a moun- 
tain of loose cotton be as impressive ? What impression would a pyramid 
make upon a tourist, were he really as tall as the monument in Washington ? 
Would the Thirty Years' War have seemed long to Methuselah ? ♦ Would there 
not naturally spring up a liking for the sight of those things and phenomena 
conducive to the welfare of the individual ? Can you show by induction that 
those objects introduced into works of Art are, upon the whole, such objects as 
give us Pleasure in contemplating them in their natural state ? Can you show 
that^ many of these objects naturally conduce to our comfort in every-day life, or 
have done so in the past ? How would you explain why the Pleasure arising 
from partaking in fruits, etc., may be revived by the mere sight of fruits, etc. ? 
What reasons were there for establishing a correspondence between pleasurable 
feelings and objects conducive to human welfare? Is it in art- works only 
that we display the tendency to cultivate the pleasing experiences of life ? Is 
not this tendency one of the main objects of every-day life apart from all art- 
works ? Can a part of the impulse to the making of art-works be referred to 
the desire to revive and perpetuate those experiences in life which we cultivate 
most for the Pleasure arising therefrom ? How do you explain the impulse ? 
What is play-instinct, and how did it arise ? What directed it in the making 
of art-works? Would the direction of exertion not be naturally in the 
direction of life-experiences most pleasant to the human being ? Give the chief 
Bhythms of life that make it pleasant ; show how Pain (labour) and Pleasure 
are complements ; how they came to be so ; and how art-works display and 
cater to this Khythm of rest and activity, labour and pleasure. What is 
play-impulse in physiological terms? What is the physiological state cor- 
responding to an excess of nutriment over cellular waste ? Are the muscles 
in any way thereby affected ? Is muscular turgescence, due to activity of 
well-nourished circulatory system, in any way associated with the play-impulse ? 
At what periods of life is the play-impulse most strongly felt? Is the 
phenomenon in any respect comparable to Inertia, viz. Does an organism per- 
sisting in some particular activity day after day tend to continue that activity 
involuntarily after volition or stimulation has ceased to act ? Does the mind 
continue to react against the external world after the latter has ceased even to 
excite it ? Is not the phenomenon of play-impulse in children comparable 
to physiological compulsion rather than reminiscent reverberation ? 
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. (A 9.) — ^What is likely to prevent clear discussion and reasoning wh^e 
the terms Art, Man, and Nature are indulged in? In what respect may 
Man be regarded as a part of Nature, and Art as a part of Man ? Why ia 
it expedient to establish a distinction of meaning whether any real difference 
exists or not ? What are some differences that need expression and may 
conveniently be summarised and expressed by these three words? Has 
Man made Mature ? Has Nature made Art ? Could you consistently assert 
that Art required Man for its * necessary antecedent/ and Man required Nature 
as his * necessary antecedent ' ? Is this distinction (founded upon a sort of 
natural ' priority of invention ') a useful one ? In what respect does Nature 
enter directly into some arts ? Show that Man and Nature both enter into 
some arts as subjects for more or less strict imitation ? What way is there 
out of this confusion ? What Arts might have been just as they are, if Nature 
had been quite different ? What is the meaning of the terms * subjective ' and 
* objective ' ? What does their distinction connote ? What important r81e 
has the definition of these two terms played in Philosophy? Why is their 
distinction very fruitful in the discussion of art- works ? What two aspects 
has an art-work in (1) its production, (2) its enjoyment? What reasons or 
other causes compel us to hypothecate an outer cause of our states of conscious- 
ness ? What is the reason why we early and spontaneously picture the world 
as an external something which we " look at " ? Is a man's body subjective 
or objective to himself? What is meant by *' himself" here ? Why do we 
begin early in our lives to " localise " our states of consciousness, such as those 
of touch, temperature and muscular contraction? How do we ultimately 
arrive at the location of consciousness in the brain ? Is the child's experience 
such as to make it locate its states of consciousness in the head any more than in 
other parts of the body ? Are there any scientific arguments for regarding the 
brain as the seat of consciousness ? Is a man's brain subjective or objective to 
himself? — ^to others? Is a man's mind subjective or objective to other 
people ? Is a man's spinal cord ' objective ' to himself and to other persons ? 
What is meant by the expression, "an artist objectifies his ideas and emotions'^ ? 
Can an emotion be put upon paper or canvas ? Why is it said of a poet that 
he should feel strongly what he puts upon paper? What are 'objective* 
and * subjective ' Poetry ? Are the terms used here in their philosophical 
acceptation ? Are any of our mental experiences more subjective than others ? 
Can any of the Arts be said to be more mbjective than the others ? What does 
subjective mean in these two cases ? What is meant by a subjective style of 
playing (cf. violin compositions) ? Can an ' emotion ' be said to be more 
mbjective than a ' sensation ' or an ' idea ' ? Do emotions always seem to have 
an adequate external cause? Has the ' emotion ' the marks of being more a 
personal mental reaction (activity) than the ' percept ' ? An accident happens 
and a man is killed. What is alike and what unlike about the effects on various 
persons by the sight of his body ? Is the effect upon the father of the man 
the mere production of a 'percept'? Contrast the relations of cause and 
effect in the two cases — (1) a body is caused to move by the impact of a body of 
equal mass ; (2) a city is burned by a conflagration caused by the ignition of a 
match. Is Nature subjective or objective ? Are people subjective ? Are 
^llimals objective? If all that we designate as "the world" is confined 
to our states of consciousness, how can Nature and ourselves be different? 
Are there any specific differences among our states of consciousness that 
we can employ as a basis of distinction ? Have we any sensations of our 
minds ? Do we not perceive our own minds ? Can we see, or hear, or 
taste our own minds? How can the mind reason about itself? Can 
the mind become objective to itself? Cannot the mind arouse emotions 
•nside itself" ? How can a thing work upon itself? Clear up the whole 
tter of subjective and objective. What truth finds expression in extreme 
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Idealistic Philosophy (cf. H^el) ? Is it the' whoU troth ? Does it bring 
out strongly the point of the nniformity of sensory qualities? Upon what 
grounds is the subjective world distinguished from the objective world ? Is 
not cM mental, even to theories of the existence of an uttra^merUal ? Upon 
what grounds are some states of consciousness said to be more ' subjective ' than 
others ? Are there any differences in the degree of control we exercise over 
our states of consciousness ? Can we at will make our sensations which w^ 
call a certain building change in the way we call * destruction of the building ' ? 
Does the ability depend upon whether we close our eyes or not? What 
reasons have we for asserting that a building does not vanish when we close our 
eyes upon it? Why should the little matter of the twitching of an eye- 
muscle prevent us from affirming that the building has vanished ? Is the 
opening or closing of the eye a direct factor in the suscitation and succession of 
irruzges? What is the mental state corresponding to the act of closing the 
eyes ? Is this a sufficient ground for distinguishing between sensations and 
images ? Criticise the following statement : — From our impotence to affect a 
certain part of our states of consciousness we distinguish between our states 
of consciousness; a part we class as self-disposible ; as an explanation of 
our impotence over the other part, we propose a simile derived from everyday 
experience — that of an opposing force ; but in this case the force is not visible ; 
we are led to hypothecate a will transcending our wills, and call this Nature. 
What does '* Nature " here include ? Does this idea apply to our own bodies ? 
Can I make the visual and tactual sensations of my arm vanish at will ? Can 
I not make these sensations change in the way called " move " ? Can I do 
this with my neighbour's arm ? Will this lead to my distinguishing between 
my body and his ? Will it lead me to distinguish between his body and a 
rock ? In what ways am I able to influence one and not the other ? Why 
should our power to alter the image as distinguished from the sensation lead me 
to deem myself a sufficient cause of the first and an insufficient cause of the 
other ? Is not the * image ' founded upon the * sensation * ? Is the degree 
of control we are able to exercise a sufficient basis for assuming the existence of 
something beyond our states of consciousness ? Is there any other ground by 
which we distinguish Ijetween sensations and images? Does the lunatic 
discriminate between the two? What justification have we to oppose our 
sensation of degree of intensity to his absence of any such a test of discrimination ? 
Will ascribing to the lunatic a pathological condition decide the question of the 
existence of an ultra-mental world ? Do conformity and non-conformity play 
a large part in our decisions ? Is a ' majority-test ' safe in all cases ? What 
does common-sense say upon the subject of the existence of an ultra-mental ? 
Is there any way of effecting a compromise between the vivid and unshakable 
belief of common-sense in an objective entity as the cause of certain states of 
consciousness, and the philosophical doctrine of the total subjectivity of all 
things ? Is a reconciliation afforded by recognising that all we know or can 
know is our state of consciousness ; that there is, however, an objective cause of 
our states of consciousness ; but that this cause is totally unlike its effect — the 
state of consciousness ? What is another application of the terms subjective 
and objective ? Why is it convenient to distinguish between the more and less 
direct mental effects of the hypothetical causes of our states of consciousness ? 
What groTinds have we for di^inguishing between emotions, ideas and sensa- 
tions ? Compose a fanciful description of the way in which such phenomena 
would gradually come to differentiate themselves as a natural process in the 
human mind. Upon what grounds do we postulate emotions as subjective to 
a greater d&gKe than sensations ? Are they the same grounds as those upon 
which the subjective is distinguished from the objective ? Are emotions any 
fainter manifestations of consciousness than sensations, or images, or ideas ? 
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Are they less under the control of the mind? Are they less constant and 
universal in their manifestation ? What are some of the disparities between 
cause and effect, and between individual or personal and non-personal effects ? 
Do the personal variations at different times and the coexistent deviations of the 
experiences of several persons justify the distinction between emotions and 
sensations or ideas ? Would it not be more in accordance with the facts to 
say that certain among our mental experiences are more personal (or individual) 
than to class some experiences as ' subjective ' and others as * objective ' ? To 
what philosophic conceptions are the latter terms already applied? Show 
clearly what confusion is avoided by reserving the terms subjective and objective 
for their philosophical signification and employing * personal ' or 'emotional ' for 
the other meaning of subjective as relating to the personal ego. Is the surface 
pf the earth a phenomenon and the centre a noumenon ? * Why do horizontal 
lines suggest * repose ' ? What is the ultimate tendency of erosion as set forth 
in Geology ? What is the apparent line of perfect stability of a liquid at 
rest ? What do we feel to be the condition of all objects retaining an erect 
position? What enables the tree and the animal respectively to retain a 
transient equilibrium in a vertical position ? Could the suggestions of repose 
of horizontal lines be referred to co-ordinations established by intercourse 
between the mind and the external world through the medium of the sense- 
organs ? Could the pleasure we take in the arrangements of material that are 
stable, or that suggest repose, be referred to the eiOfects of the intercourse of the 
mind with the environment? Is it valid to suppose through purposive 
activities persisted in during life a pleasant correspondence between activities 
(both of mind and body) would be established ? Could this pleasure be 
revived by the somewhat purposeless pursuit of the same activities ? What 
is the difference between a successful act in itself and the same act for an 
ulterior purpose ? In what way do games retain the acts while replacing the 
ulterior purpose with another one ? Are Hunting and protracted Courtship 
instances of this ? Would you be inclined from d priori considerations to place 
a high importance upon man's past compulsory intercourse with the concrete 
phenomena of Nature, throughout a very long time, as resulting in a cumulative 
effect in forming pleasing correlations between the mind and some objects and 
less pleasing correlations with other objects ? Would this hold true in the 
case of objects generally, and especially of the intercourse in daily life between 
man and men?. How far would such correlations serve to explain the pre- 
ferential manifestations upon which a part of Art is founded ? Mention some 
of the effects that it is possible to produce by cumulative action, however slow. 
Is there any inductive evidence that such cumula^ve effects of correlation 
resulting in preferential tendencies has ever taken place ? Apply this idea to 
(1) objects which (like food-stuffs) are directly implicated in man's welfare or 
destruction ; (2) objects (like some flowers) which were of no practical import- 
ance, and yet formed a part of man's environment. Does Mythology throw 
any light upon the attitude which Man came to assume towards various 
natural phenomena? Would Mythology represent exactly Man's sincere 
estimation of phenomena? What do primitive religions show concerning 
Man's attitude towards some very distastefiil and yet to-be-feared phenomena ? 
What four ends or purposes does costume serve? Which two of these 
purposes was of inferior importance to the Greeks? Why? Did the 
Greek Eeligion prescribe nakedness? What reasons can you advance for 
the difference in sentiment of the Greeks and ourselves respecting modesty ? 
Which of the Grecian gods and goddesses are usually represented nude in 
statues ? What is the effect of tying a bonnet on the head of a statue of 
Venus ? Have our customs as regards the wearing of a covering for the body 
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under idmost all circumstances established an expectan&y of such d covering? 
In what way is the phenomenon of expectancy implicated in the prevalence of a 
certain /oaAton? In what cases does famiUarity breed an uneasiness in the 
absence of certain forms or colours in dress? Will familiarity from in- 
tercourse with certain proportions in the * cut ' of clothes explain that attitude 
towards the * present ' and ' past ' styles of costume ? Will the expectancy 
established account for the dissatisfaction, or perhaps mere wonder at the con- 
spicuousness of a * last year's ' feature of dress (cf. changes in the proportions of 
crown and brim of men's hats, &c.) / What degree of delicacy of perception 
does the constant visual intercourse with such features of dress beget ? What 
have been some of the variations of proportions (in inches) in men's hats 
(especially of the Derby shape) since 1890 ? Is this paralleled by the delicacy 
of detection of colloquial features of speech ? Are the tonal qualities of speech 
(nasal, for instance) of certain localities conspicuous to one who has long dwelt 
in those localities ? Will expectancy explain the surprise of such a person at 
the speech of some one who has not dwelt in the same locality ? To what 
extent will expectancy, established in children, account for national peculiarities 
of phonetic tonal qualities, ceremonial features, &c. ? Are ' suggestion ' and 
expectancy reducible by analysis to phases of mental association ? Are these 
* associations of occurrence,' or ' associations by likeness ' ? In what way has 
the human face become a vivid means of portraying (expressing) human feelings ? 
Is there any portion of space in nature that is so intensely human and so 
interesting to human beings ? Will the centring of attention on the face as 
a mirror for divining the mind not account for the pernicious habit of looking at 
art-works too closely to get their general effect ? Why is it natural to look 
abstractedly at whole square feet of landscape, and expend one's whole attention 
upon one square inch of human face in one corner ? Does this phenomenon 
render it expedient in a landscape painting to throw in a few figures ** just to 
give it a human interest " ? Dogs are said to have an ' expressive face.' 
Wherein does expressiveness consist ? Compare the face of a Man, a hen, and 
a fish, in this regard. Are the faces in Grecian statues very expressive ? 
What reasons can you give for Sculpture not being the true field for the depiction 
of emotional expression ? Is it pleasing to ponder upon ' an eternal smile ' 
for any great length of time ? Is infinite Pain a good subject for a statue not 
under cover ? What is " Eepose " in terms of muscular contraction ? Why 
do we always desire to see an expression of calm Eepose upon the faces of the 
dead ? Why is the face of the sleeping child so pleasing to contemplate ? 
What part does the eye play in facial expression ? Is the colour of the eye a 
mere decorative feature ? — ^the colour of the /ace ? Why have sculptors wasted 
their time upon clay and marble when they might have employed wax with so 
much more " telling " effect (cf. Mad. Tussaud's) ? What feature of the 
human face do we renounce when we embody it in marble ? What is the 
effect of an attempt to reproduce the colour of the eye in a bust ? 

(A 10.) — Wliat is the psychic basis for suggestion? How can a whole 
' construct' be suggested by a single sensation? How can natural inanimate 
objects be used to suggest human qualities ? Why do the qualities of animals 

so vividly suggest human qualities in the animal fable ? Are some of the 
deep and vague phenomena of suggestiveness to be referred to man's past inter- 
course with the environment ? Would individual experience or the inheritance 
of the effect of cumulative experience in the past history of mankind be necessary 
as a basis for such suggestiveness (cf. H. Spencer on the Origin of Emotions and 
the Function of Music) ? Is it possible to explain any of the effects of art- 
works as physical effects ? Is it possible to explain any of the mental effects 
of art-works as indirect effects of the physical effects of various stimuli upon the 
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human body ? Is there any inductive evidence that sounds, coloured lightsy 
odours and tastes, affect the vascular system and other organic Unctions? 
Are there any states of the mind that are ascribable to the derangement of the 
functional activities of the body ? Does experiment show that the beating of 
the heart is affected by exposure of the eye to direct sunlight, or the ear to loud 
tones or noises ? What is the effect of an increase or decrease in circulation 
of the blood upon the state of feeling of the mind ? Mention all the corre- 
lations of physical and mental states that are of most wide-spread occurrence. 
What are some of the observed effects of chemical bodies upon mental states ? 
Is TTidancholy a mental phenomenon purely ? What are some of the associ- 
ations between colours and feelings? How do you explain the mind's 
associating such distant phenomena as colour-sensations and highly complex 
emotional states (moods, etc.) ? Why is black so universally associated with 
mourning and death ? Are these based upon slowly eliminated correlations 
of mental states and physical qualities due to differential stimulation by various 
colours, &c., or are they due to cumulative effect of some objective (extraneous) 
correlation of colour and other phenomena? Is it possible for these two 

causes of permanent possibilities of suggestiveness to co-operate ? What is the 
effect of the absence of light upon the physiological functions ? Are there any 
animals that seek direct sunlight in which to rest or sleep ? Is it probable 
that the habit of Man of sleeping during the night is of late origin ? If it had 
long been the custom of human beings to sleep during the dark part of the 
(astronomical) day, would sleep, rest, quiet, &c. have come to be associated with 
absence of sunlight, darkness, black? Is there any evidence that people 
associate death with sleep and vice versa ? What evidence is there of such an 
association in the primitive type of mind? Can you discern any way in 
which death and darkness and black would come to be associated ? What are 
some of the * natural effects ' of a gloomy day ? What militates against the 
mental effect of natural phenomena in the highly artificial features of the life in 
large cities? Contrast some of the natural effects of phenomena, such as 
lightning, night, sunshine. Winter, Spring, upon primitive Man, and upon Man 
living in the highly civilised state respectively. Would a naive nature- 
worship be likely to grow up spontaneously among people living in a very large 
city ? Mention some of the ways in which the conditions of highly civilised 
city-life tend to reverse Man's attitude towards Nature. What are some of 
the effects of death ? Are the movements of the crab or beetle Graceful ? 
What are the implications of Gracefulness and ease of movement, including 
structural fitness, in the following features : — the turtle ; man in full armour ; 
— in toga; — in thick and bejewelled dress of Byzantine emperor, the skirt 
reaching to the feet ; waving seaweed ; cactus ; weeping willow ? Tabulate 
the Architectural Styles of various countries and epochs under the heads of 
(1) Graceful ; (2) Strong, Sturdy ; (3) Dignified ; (4) Solemn. What are the 
implications of breadth, weight, strength, security and dignity, in the following 
and other features : — breadth of fapade (relatively to height) ; broad shoulders of 
man ; pyramids and mountains ; the elephant ; slow Music ; falls of Niagara ; 
deep feelings ; heavy-set columns ? Tabulate the general expression of objects 
remarkable for their opposite qualities. Do the contrasts (naively recognised 
in synonymic usage) of breadth, weighty, deep, sturdy (frivolous, light, high, 
narrow), apply to mental qualities as well as objects? What contrasts are 
there in susceptibility, caprice, will-power, masculinity, flightiness, &c, ? What 
are some instances of these contrasts from modes of Musical expression? 
What are the Musical effects of the contrasts of deep base and shrill soprano 
voice of boys ? What evidence is there that the modes of Musical expression 
<rf feelings are not capricious or merely conventional? Find analogies in 
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tones, tastes, colours and scents, for the following feelings, and put into tabular 
form : — ^Pain, Pleasure ; love, jealousy, hatred ; grief, melancholy, hope, peace ; 
pride, agitation, calm ; vigour, weakness. Is there an emotional spectTiim in 
each case ? Do the colours, etc. corresponding to opposite states of feeling 
display any traits of apposition ? In what way is pink the opposite of black ? 
In what respect is white the opposite of black ? — grey of purple ? Are there 
any partial spectra to be formeil from such symbolic features as colours, etc. ? 
Do such features of symbolism throw any light upon the similarities and dis- 
similarities in the various states of feeling to which they correspond ? Do the 
correlations between sense-impressions of a like intensity, etc. (as vivid colom-s, 
loud sounds) accompany corresponding features of feelings ? Are there any 
dasses of symbolic effects ? What are the classes of emotional states associated 
with black and very luminous colours respectively ? Are these associations 
merely conventional ? How have they come to be ? Are they universal for 
Mankind ? Is the term ' royal purple ' a term merely ? Why should power 
not be represented by the most gaudy and luminous colours ? What is the 
relation between ricJiness of colour and subdued colour? What is 'reserve 
force ' ? Why should we associate childhood and youth with ' rosy ' hues 
rather than rich or mvsterious colours ? Has the distinction between ' cold ' 
and ' warm ' in colours any correlative in the states of feeling for which the 
colours respectively stand ? Why should white be associated with purity and 
innocence ? Can you trace any natural genesis of such associations through 
experiences of daily life? Are the colours employed in maps used 

symbolically? Are the colours employed in geological charts, etc. purely 
capricious, or is there a natural symbolism founded upon associations by likeness ? 
How is the tendency of the mind to discern likenesses, more or less subtle, among 
phenomena, explained? Why are coal regions very often marked black, 
timber r^ons green, mountains white, desert-land yellow, volcanoes red, etc. ? 
How do you account for the suggestiveness of Music ? How can it suggest 
emotions? How can a painting suggest something that does not exist in it ? 
What are some of the mental associations that are most important for the 
Pleasure derived from art-works ? Why are some of the ' moral implications ' 
of the school cf Alison somewhat artificial ? What might be the effect of a 
change of moral standpoint upon Men's Pleasure in natural objects and art- 
works ? WDl such moral associations serve to explain our Pleasure in reading 
Homer and Dante? Are those who enjoy Nature and works of Art to the 
greatest degree always imbued with the particular moral ideas formerly proposed 
as explanations of .^thetic Pleasure ? What is the danger in depending too 
much upon moral implications and utilitarian associations in explaining the 
Pleasure derived from the contemplation of scenery, and the ' human form divine ' 
in Painting and Sculpture ? "WTiat mental (including emotional) associations 
are nearer at hand to sen^e as explanations ? Why are the ' utilitarian ' features 
of scenery, life and love avoided to a certain extent by poets and other artists ? 
What is probably the effect of including a too pali)able moral, religious, or utili- 
tarian element in art-works? Must .^thetics entirely eschew mental 
association as a feature of art-works, simply because some of the moral impli- 
cations proposed seem rather far-fetched ? What mental associations are there 
besides those of morality? What costume is associated with dignity? 
Why ? In what sense could Grecian " flowing robes " be said to contradict 
'style' if represented as the dress of an athlete? What is the difference 
between the costumes of the Eoman soldier and senator respectively ? What 
would be the most fitting costume for a buffoon ? What was the general effect 
aimed at in the Medieval Christian Church service, and in what wav did the 
vestments of the priests, etc. contribute to the effect ? In what way did the 

* F 



66 [A 10-^A 11 

costume of the Puritan agree with his sentiments ? In what way did the 
decoration (!) of the Puritan meeting house symbolise the nature of Puritan 
belief, and agree with the nature of the service ? Did it offer any sensuous 
distractions to the congregation ? 

(A 11.) — ^Is size any factor in the beauty of a vase ? Show how utilitarian pur- 
pose may have determined the size of many art-objects. What determines the 
length of a symphony ? What may be a determining feature in the size of 
vases, etc. constructed of different materials ? Why has the distinction of foot, 
body and head no meaning when the vase is only one inch high ? What 
meaning has this in explaining the aesthetical effect of a vase ? Are there any 
* life-size ' paintings of scenery ? How is it possible to represent a Man on a 
small canvas ? Why are * historical ' subjects usually painted on a large scale ? 
Would photographs (portraits) be better if taken * life-size'? Would such 
photographs, if they could be taken, be better for historical purposes ? Would 
a colonnade be more beautiful if continued for ten miles in a straight line ? 
Would it follow the earth's curvature ? If an Ionic column is beautitid, why 
would it not be more so if constructed so that it measured fifty feet in diameter ? 
What objections are there to constructing a Doric column of bricks ? What is 
the aesthetical effect of a gigantic Corinthian column, built of bricks, discharging 
the smoke of a factory from its capital ? Would the effect be rendered more 
classical by adding a bit of entablature to the capital ? Does it follow that 
because an Ionic column is pleasing it would be more so if reversed (viz. set 
upside down) ? The gable is a pleasing feature of the Grecian temple. Why 
was its apex not placed downwards ? What limits the size which a Grecian 
temple can consistently display ? Discuss and criticise the following asser- 
tion: — ^An art-work will be the more beautiful the more it suffers by any 
considerable change in size, while retaining its same proportions, or by any change 
in its proportions while remaining the same size. Does this apply to animal 
and vegetable forms ? Does it follow that because a church bell is pleasing to 
hear it would be more pleasing if cast a hundred times as large ? 



Bl] 67 



B. 

(B 1.) — Justify art-works as features o£ life. Why have landscape painting 
Drhen we can see Nature all about us ? Do we need the Stage to put life 
before us ? What reason is there for the existence of the ' Small Arts ' ? 
Explain clearly, with examples, (1) that some art-works offer experiences which 
neither Nature nor human life offers ; (2) that everyone has not the opportunities 
or ability to observe the beauties of Nature or the dramatic features of life ; (3) 
that Art offers the beauties of Nature and the dramatic in life under circumstances 
often more favourable to enjoyment than those surrounding the original objects 
or phenomena. What events are sometimes displayed in dramas that we are 
not likely to be witnesses of in everyday life? What are some of the 
experiences described in novels that we enjoy all the more for only reading about 
them ? What is the distinction between AH and the Arts ? To what is the 
term Fine Arte applied ? What are the Technic Arte ? How do you explain 
the confusion of ideas which has ended in confusinc Art with Cleverness, Utility, 
Didacticism, etc. ? What is often included under the Arts ? Name some 
products of industry included under art- works that are rather useful implements 
than objects to be observed for pleasure merely ? Show that many of the 
objects can be produced by mere manual dexterity. How would these objects 
tend to distort the idea of Art in general? What is one essential feature in 
the execution of art-works ? How is it attained usually ? What is Archeo- 
logy ? Are the objects that form the subject-matter of Archaeology alwavs 
b^utiful objects ? Is it necessary that they were beautiful at some time in tne 
past ? Show that Archeeology in itself is not discriminative with regard to 
the sesthetical qualities that objects may possess. Give examples. Does a 
geologist reject all fossils that fail to satisfy his sense of Beauty? He 
pursuit of a study dealing largely with art-objects tends to lead one to look at the 
objects for their own sake. Show how this fact would generate the idea that art- 
works must be studied before they can be appreciate. Wherein is there an 
argument to be drawn from this for the study of ^Esthetics and a warning against 
the misapplication of the study? What reason could you give for the 
supposition that the idea, ' a person must study art-works before he can appreciate 
(enjoy) them,' arose in connection with Literature ? What stands in the way of 
our reading Shakespeare as easily as the daily paper ? To what is the fact due 
that Literature can deal more successfully with intellectual conceptions than any 
other department of Art ? What causes so many historical and mythological 
references to creep into Literature ? Show that Literature has less of the presen- 
tative sensuous element than Music, or Decoration, or the Stage. Why do so many 
of the Clasgies of Literary Art Teqniiefootnotes ? In what way would explanatory 
remarks seriously interfere with the enjoyment of Music ? In what respect is 
the rhythm of a German poem often jeopardised for one beginning the study of 
German ? How does it come tliat the " literary essay " often belongs more to 
Science than to Literature ? Is there not a pleasure which springs from study 
itself? How is it possible to give both sensuous and intellectual pleasure 
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through an art- work ? How do stimuli reach* our minds ? Why is the Art 
of Literature particularly in the position to include a large amount of intellectual 
stimuli amongst its (indirect) sensuous stimuli ? Is there not a pleasure in the 
study of higher mathematics? How would you explain this pleasure? 
Does everyone enjoy mathematics of the more abstruse kind ? In what respect 
is Art more fitted to appeal to everyone than Science ? Do art-works require 
for their enjoyment the development of a special intellectual capacity ? Does 
Art-enjoyment demand a monopoly of time and energy such as the pursuit of any 
deep scientific subject requires ? What kinds of works of art approach most 
nearly to scientific works in respect of the means of expression employed? 
Wherein is language more fitted to scientific exposition than any other means of 
expression such as gesture or musical t )nes ? What errors regarding the nature 
of art- works have been fostered by this similarity of means of expression of 
Science and Literary Art ? What support could you adduce for this principle : 
— If Poetry does attempt to embody abstract truths it should be careful to possess 
a face-value sufiicient to prevent its being totally ineffective if the abstract truth 
should happen to be overlooked, or misapprehended, or adversely criticised by the 
mind of the reader. Apply this to Allegorical Painting. Would you class 
the Epigram under the head of Poetry ? Does the fact that an epigram may 
* look like Poetry ' as printed make it Poetry ? Could not a clever scholar throw 
Huxley's ' Physiology ' into metrical form ? What kinds of epigrams may be 
classed as Literature (in its narrower sense as an Art), and what belongs rather to 
Philosophy ? Give some instances of epigrams which possess no face-value, 
viz. require for their enjoyment a knowledge of certain facts local in space and 
time. Why is Ha^ footnote an almost indispensable aid to the interest in some 
epigrams of the past? What kinds of epigrams and fables are capable of 
almost immediate and universal apprehension by an ordinary reader though he be 
not familiar with aU the literary squabbles of the past ? Why is the Epigram 
by its very nature liable to deal with some local and transient * instance of 
unfitness 'rather than with the more universal foibles of man ? What is there 
in the nature of the Epigram that makes it subtle, demanding a mental effort for 
its comprehension and full appreciation? Draw comparisons between the 
Epigram and the " moral instance " and the political cartoon. If a painter 
were representing a chessboard and chessmen {stUUlife subject) would he add to 
tlje cesthetical effect by presenting a step in a difficult problem in checkmating ? 
Why does an artist paint the dial of a clock rather than the interior mechanism ? 
Why does a work on Physics picture the clock with the dial removed ? The 
ancient Greeks were familiar with mutilated bodies of men, and were accustomed 
to sacrifice animals and see them sacrificed. Why did they not attain to a fuller 
knowledge of Physiology than they did ? Why is a skeleton of so much less 
value as a motif to a painter, than it is to an anatomist? What are we tempted 
to ask about a picture of the overskirt of 1863 that the Grecian costume would 
not suggjest? If a painter covered a whole canvas with wheels would the 
effect be pleasing? Why does the bicycle appear so little in statuary? 
Why are complicated contrivances not suited to artistic representation? 
Why is it that Music can deal with * complications ' in a particularly happy 
manner? Do complications of melody and harmony appeal to the intellect 
.solely ? What is the meaning of Unity in Art ? What is its function ? 
Is the object of art-works to heap labour of the intellect upon hard worked 
Man? Is it to exhaust the nervous system? Are scientific text-books 
^intended to give the student as much work as possible ? Why is clearness 
of statement so much insisted upon in text-books? What other devices do 
,they display for economising the energy of the student ? To what end does 
a teacher arrange his subject-matter ? What similarity is there between this 
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procedure and Unity as a feature of art- works ? Is this procedure in any 
way similar to that of the artist in arranging forms and colours for a total 
effect apart from the sensuous effect of each detail? Can you show that 
Science works for the exclusion of synonyms and homonyms from its works, 
while Art furthers them to the point of creation even ? What light does this 
difference of procedure throw upon the essential differences between Art and 
Science as deduced from their works ? Draw as marked a contrast between 
Art and Science as you can. Criticise the following reasoning: — It is an 
experimental fact that exercise of the intellect gives Pleasure : therefore, works of 
art should compel exercise of the intellect. Or this : — ^Euclid's Geometry gives 
mental exercise ; mental exercise gives Pleasure ; works of art give Pleasure ; 
therefore Euclid's Geometry is an art-work? Can you get the sesthetical 
effect of "looking at a flower" by perusing a precise botanical description of the 
flower? Infer from this the nature of sesthetical enjoyment as distinguished 
from the results of scientific research. Science can deal with many features 
of life that are in themselves actually nauseating. Can Art deal with such 
features? Why not? Show clearly how certain observations may be 
necessary for human welfare, and yet not directly adapted to the sensuous 
enjoyment of art-works? Show how essentially different the interest and 
Pleasure taken in such facts is from the kind of Pleasure we derive from art- 
works. Upon what does the existence of a work of art as such depend? 
Can the statues which were unearthed in Eome in the sixteenth century be 
said to have existed as vxyrks of art during their long interment? Are the 
stalactites in unknown caves heautiful ? Is the landscape at the bottom of 
the deepest part of the Atlantic Ocean heaxUiful ? Is the landscape upon that 
side of the moon which we never see beautiful ? Is it so to us ? Would a 
cathedral so situated be beautiful ? Would it be a work of art ? Discuss 
the whole question. Wherein lies the difference between the work of art 
that has been * shelved * and the scientific work that has suffered the same fate ? 
Does a work of art when destroyed live on in the same way as the "shelved'* 
work of the scientist ? Can an * extinct ' work of art be as easily restored as a 
missing link of knowledge ? In what respect is a work of art less a link in 
a chain of progress than a work in mathematics or astronomy ? In what way 
does a scientific work become a part of the body of Science and an agent in its 
growtfi, so that a knowledge of it is necessary to a comprehension of the whole 
subject ; in what respect is the work of art more an entity not necessary to the 
advance of knowledge, not applicable to the need of practical life, and incapable 
of compelling any one to contemplate it ? Why is it impossible to compel a 
person to enjoy a work of art ? A severe social sanction might compel people 
to become familiar with a work of art. In what way might this cause a 
hearty distaste for the work in question ? How did Byron explain his dislike 
for certain * classical gems'? What forcible reaction in Poetry has taken 
place within this last century? Can you discern in these considerations 
some deep-seated traits of dissimilarity between Art and Science ? Would it 
be well to have any " required work " in sesthetical enjoyment in High School 
courses ? From what considerations could the following principle be deduced : — 
A work of art can be forced neither in its production nor in its enjoyment : in 
the case of a scientific work the impulse to produce it may come from outside, 
and the product may be intellectually grasped, although no Pleasure accompany 
the process ? What considerations could lead to the conclusion that popular 
selection is a much more powerful factor in determining the survival of an 
art-work than that of the scientific work? Does the advance of scientific 
knowledge depend upon the popular acceptation of the knowledge ? Discuss 
the Dream as an art-work. In what respect may the Dream be said to be 



70 



[Bl 



ft 

ft 
ft 



presentaiive ? — to be immediate preseiUative (viz. preaentative both in space and 
time)? What is the difference between the order of succession of Htatea of 
consciousness in a dream and in waking hours respectively ? "What governs 
to a large extent the order of sequence of images in a dream ? Does the 
sequence of sensations of objects during waking hours follow the law of mental 
associfttion ? In what sense may the sequence as displayed in dreams be 
said to be dramatic aa opposed to epical ? Is the basis of connection between 
images in a dream the same aa that between evciils in a Drama ? "Would 
an order of succeasion of images that displayed "mental association" and 
" association by likeness " necessarily display dramatic Unity ? Define 
dramatic Unity in the clearest and most definite manner you can. What 
is the difference between the dream as dreamed and aa recalled in memory 
in waking hours? Why do the events and their order seem so absurd in 
the second case ? Can you explain the difference between fact and fancy 
from this last consideration ? Do dreams display any features that are 
really capricious ? If the sequence of features displays a uniformity which 
has been observed in waking hours (cf. Law of Mental Association), how can 
the dream be said to be capricious, viz. not reducible to laws? What are 
supposed to be some objective causes which lead to the surrection (obtrusion) of 
certain imE^es in the dream state ? What reasons are there for believing that 
there are no cases of stimulated images without an assignable cause for their 
surrection ? What reason can you assign for the inactivity of those correcHve 
images which are so important and potent in waking hours? What reason 
could you give for the view that the pleasant light dream is the most economical 
form of mental activity consistent with consciousness ? Does the dreaming 
mind waste much energy in determining whether its images conflict with 
external imlities or not ? Does the mind in dreaming waste much enei^ in 
adapting its images to moral codes and religious ideals ? Is rational conduct 
a great feature of light dreams ? Can you show that the kind of act of 
volition displayed in a light dream is what might be termed th.e primitive form 
of the act of volition. Does the light dream display that complicated halancimg 
of alternatives, effects, ulterior consequences, motive, etc., which dissipates bo 
much energy in actual life ? In what two respects are dreams not like 
Dramas ? Do they not display thriRing events, keen emotions, even horrible 
features ? What constitutes (he Dramatic from the standpoint of Art ? Are 
we mere spectators in a dream ? What is the difference between our feelings 
during a dream and in reviewing the same dream in memory ? Why do we 
often laugh at the fear we experienced in a dream ? Would " Indians and 
precipices and snakes" frighten us so much in a dream if we recognised the 
dream for what it is? Why is it so difleult to convince a man suffering 
from an attack of delirium tremens tliat he is confusing the subjective with the 
objective ? Draw a clear distinction b^ween Dravia and a mere display of 
horrible events. What is one of the most inevitable features of a Drama ? 
From an examination of all tragedies accessible, would you be justified in 
asserting that an essential feature was — a momentous and complicated act of 
volition ? What are some devices displayed by dramas and novels for height- 
ening the Biomeutousness and the complexity of acts of volition and accenting 
their compulsion? What similarities are there between the way states of 
consciousness succeed each other in the (musical) composer's mind, or in the 
mind of one listening to the finished composition, and in the dreamer's mind ? 
Is there any direct objective determinant of the order of sequence of the states 
of consciousness in the mind of one composing music ? Comment upon laws 
of harmony, musical sense of Beauty, and emotions as determinants (inner or 
menial) of the order of sequence. Is the act of volition concerned in following 
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the succession of harmonies from an orchestra ? Discuss the modus operandi 
of " passing a resolution/' of " declaring war," as instances of the act of volition 
in its highest development of complications, momentous alternatives, suspended 
judgment, and concerted action in execution. In what sense does the act 
of volition of the organism termed a nation assume an objective appearance 
as distinguished from the subjective act of volition of the individual ? Are 
sesthetical feelings active in the dream state, selecting pleasing, and repelling 
unpleasing images ? Do egoistic motives, or altruistic motives, predominate 
in dreams ? Are works of art designed to appeal to a few individuals only ? 
What does the comprehension of an abstruse scientific work presuppose on 
the part of the reader ? What danger does an art- work run when it [pre- 
supposes a knowledge of extraneous facts and fancies not presented directly 
in the work itself? Mention some art-works that are largely ignored 
to-day because the spectators or readers are not familiar with the collateral 
knowledge or sentiments which the works presuppose. What would be the 
probable effect upon unlearned spectators if the ancient Greek Dramas could 
be acted before their eyes to-day ? What did a Greek tragedy and comedy 
respectively presuppose ? Is there a demonstrable tendency in modern Dramas 
to include within each Drama all that is necessary to the comprehension of that 
Drama? What danger is run by a work of art which espouses the cause of 
any scientific theory or religious sentiment ? Why does ' hissing ' sometimes 
accompany a play dealing with the religious troubles and wars of the Protestants 
and Boman Catholics ? In what way do the moral sentiments of the Greeks, 
as presented in Homer, differ from our own ? Why are references to details 
of Grecian mythology liable to interrupt us in reading or listening to Poetry ? 
Does a large '' classical dictionary " obviate the interruption ? Do the names 
and qualities of gods and goddesses appeal exactly to us as they did to the 
ancient Greeks? Will Smith's Dictionary make a living Pantheist out of 
any one ? Do you suppose that Poetry bristling with references to Egyptian 
Mythology or Hebrew genealogies would have been very popular in ancient 
Greece ? Compare some contemporary scientific works with works of art of 
all ages, and tabidate the contrasts. Generalise these contrasts to the end 
of reducing them to typical differences. What grounds of comparison will 
reduce these typical differences to the most brief and comprehensive form? 
Has the following basis of classification any merits : — ^The differences between 
Science and Art may be reduced to the following heads : — (1) purpose, 
(2) means, (3) mode of conception, (4) materials (whether they are concrete or 
ahstra^t). What is the purpose of scientific papers (memoirs) ? What 
is the object of the t&sXrhook of Science ? Why is it expedient that works 
of art should be designed to serve other ends than those of scientific obser- 
vation, classification, generalisation ? Is the most wholesome and pleasant 
manner of living that of studying all the time? In what way do works of 
art make life less one-sided by exercising faculties not exercised by study? 
What arguments do you find implied herein for relegating Art to another field of 
activity than that occupied by Science, Pedagogy, Eeligion, etc. ? Cite some 
art-works of the past that show that this differentiated field has been spon- 
taneously recognised by artists. Point out some works that are popularly 
ignored because the artists therein dabbled in the fields of Science, Pedagogy, 
Moral Instruction, etc. Can you discern in modern scientific treatises a 
severe tendency to exclude all sentiment and art-expedients ? What advan- 
tages accrue to scientific developments from this asceticism ? What are the 
means employed by an artist to make his works effective as distinguished from 
those employed by the scientist ? Apply to language. To what end are 
colours employed in scientific works, and how is this end revealed by the manner 
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in which the colours are employed (in diagrams and charts) ? Do the juxta- 
positions of colours display any deference to the sense of colour-harmony? 
What governs the selection of colours for explanatory purposes? What 
characterises the diagrams employed for scientific exposition ? Is there any 
attempt at ' fidelity to Nature ' in the pure diagram ? How is it that a 
diagram can be true to a scientific principle while being most palpably false to 
the apparatus it is designed to explain ? What might the expression * fidelity 
to Intellect* be construed to mean? Compare this idea with the art- 
phenomenon of tones and colours arranged in deference to a tone-sense and 
colour-sense respectively, without any reference to " objective realities," viz. to 
their mode of occurrence in Nature ? Are there, then, tvx> ends to which Art 
may be true ? Can a generalisation be true, although it be not predsely in 
accordance with any one ' single instance ' ? How can abstract conceptions be 
true? In what way does the use in Poetry of the metaphor, simile and 
allegory indicate that Art differs from Science? Are the similes usually 
drawn from the concrete in Poetry ? Why ? Are the similes drawn from 
the fields of Physics and Chemistry ? Why should Science seek to refer 
phenomena of all kinds to the phenomena of Physics and Chemistry ? Is the 
ideal of Science to express all phenomena in terms of change in the configuration 
of a system of material particles ? Has Poetry such an object ? Does Science 
seek to exclude emotional elements from its observations and conclusions? 
Does Poetry ? What does the averred object of Science to discern uniformities 
(laws) in phenomena imply as regards the exclusion of the capricious ? Does 
Art make a point of cultivating the capricious ? Why ? (Cf . A 4, Variety.) 
What are the natural tendencies of a scientific mind in approaching works of 
art? Why is the field of Art-activity somewhat difficult to handle in a 
scientific way ? What are the natural tendencies of an artist in approaching 
Botany or Zoolog)'' ? Is he likely to be especially attracted to the side of 
classification, terminology and generalisation? Will he be generally suc- 
cessful in handling the abstract and theoretical part of the subject? Does 
hearsay count for much as regards the knowledge necessary to the artist in 
executing his works ? Discuss the differences between the historical course 
of development of Art and Science respectively. What evidence can be 
adduced therefrom for the essential difference between Art andj Science? 
Criticise the following reasoning : — (1) If products differ ; (2) if (mental) effects 
differ ; (3) if courses of development are different ; it follows that (4) the natures 
of the activities must be different. Can you show that all these other phases 
of human activity (Science, Eeligion, display of Cleverness, etc.) are not essential 
to Art by showing that they have historically been a cause of its degradation — 
of its debasement ? To what extent does Eenaissance Art display the effects 
of Vanity of Knowledge, Display of Cleverness, Deception, Luxuriousness ? 

(B 2.) — ^What are several reasons why Art should strive to keep itself in fields 
that exclude Pedantry and Esoterism? How does the Esoterism, incident 
upon division of labour among workers in Science, differ from the Esoterism 
displayed among some ancient nations (cp. priesthood in Egypt) ? Why is the 
attempt being made to suppress exclusiveness in legal privileges ? In what 
way does Art run counter to the exclusiveness of moneyed aristocracy ? What 
can the public picture gallery and museum do in tins regard ? Show that 
public btiildings and Art museums tend to prevent the appreciation of costly 
works of art from becoming the exclusive privivilege of a particular " class." 
In what way does Art tend to exclude * mental aristocracy ' ? What is the 
present distinction between "clergy" and "laymen"? Does a modern 
scientific investigator keep his results and discoveries to himself? Ought the 
Chinese to be allowed to use war-shipjs of the latest build ? Are patent-laws 
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observed in war-times? Among all psychic features of Man, what are the 
least changeable ? In what respect is Art dependent upon or conditioned by 
Man's nervous and emotional nature? What puts Art in the position to 
cultivate ends that are not exclusive in the sense of appertaining to a privileged 
class ? What important part might public architecture, public Art museums, 
and the cultivation of the * Small Arts ''play in this exclusion of class privileges ? 
What lessons can be learned from Japanese Art respecting the possibility of a 
widely disseminated popular Art ? 

(B 3.) — ^Why is didactic literature often included in the History of Literature ? 
Is modern scientific literature usually included in a treatment of the History of 
literature ? What was the general character of scientific and philosophical 
writings in former times as contrasted with the works upon scientific and philo- 
sophical subjects at the present day ? What are some cases where scientific 
¥rritings have, to a great extent, corresponded to Literature in its narrower (Art) 
sense ? What are some works that dealt with Art-subjects ? What was the 
character of Science among the ancient Greeks as contrasted with modern Science ?. 
Was the laboratory very prevalent in Greece ? Is Science at the present time 
solely concerned with descriptive Biology, Physics, etc. ? Is it solely concerned 
with the explanation of natural phenomena in its narrower sense ? What are 
some of the unnatural phenomena which the chemist deals with ? How has 
Science come to deal with matters of less universal interest and observation ? 
How has the development of apparatus led to the investigation of many 
phenomena beyond the powers of our unaided sight, etc. (cf. telescope in Astro- 
nomy and microscope in Bacteriology) ? What striking difference do you 
observe between the text-book in Physics to-day and the " Natural Philosophy " 
of fifty years ago ? What unfortunate effect does division of labour in Science 
tend to have upon social conversation ? Can it be safely affirmed that scien- 
tific Literature has slowly but surely separated itself from Literature in an Art- 
sense ? What partial explanation can you discern in these various considera- 
tions of the confusion of Art with Science, and with Didactic aims generally ? 
Why is Philosophy no longer poetical ? Was painstaking agreement between 
facts and conceptions the vital aim of Greek Philosophy ? Was Verification 
a strong point among the Greeks ? What justification has didactic Poetry for 
its existence ? Is it an argument from an Art-standpoint or from a practical 
standpoint ? Why are rhyme and metre an aid to memory ? What justi- 
fication has rhymed knowledge ? (Cf. rules of Latin Grammar in verse-form.) 
What function do novels perform which strive to present History and Archaeology 
in an interesting form ? Do such works belong exclusively to Art ? Is the 
didactic function fitted to Art-means and ends ? Why do Herbert Spencer's 
works make hard after-dinner reading ? 

(B 4.) — How wotdd you characterise Morals as distinguished from Eeligion ? 
Are Morals and Ethics identical in meaning ? Does Morals refer particularly 
to the modes of conduct of which Ethics is the theory ? Has Morals a cult — a 
ritual — ^like Eeligions? Has Morals an emotional impulse? What is a 
piovs act as distinguished from a moral act ? What is an act of impiety as 
distinguished from an immoral act ? What is sacrilege ? What have been 
some occasions mentioned in history when men have considered it moral to 
perform some sacrilegious act ? Did the Puritans always handle stained glass 
" with care " ? In what respect is religious zeal not always synonymous 

with morality ? Is the pious hermit the highest ethical type ? Can wicked 
thoughts in strictness be considered as immoral ? What is our only test of 
morality in actual life ? Is morality purely a matter of mental conceptions ? 
Can a document containing a system of Theology be per se immoral ? Can a 
system of Theology be irreligious ? Can a scientific law be immoral ? Can the 
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discovery of a scientific law be an immoral act, or an impious act, or a sacril^oua 
act ? In what ways are Morality and Eeligion usually implicated ? Can 
the frequent occurrence of religious sentiments in dramas be taken as a proof of 
the existence of these implications ? In what way is a moral law enforced by 
the addition of a religious ' sanction ' ? In what respect can the guilt of an 
act be enforced by making it at the same time an act of impiety ? Were 
Morals and Beligion among the ancient Greeks implicated in the same way as 
they are among us? Do motives of impiety occur in Greek dramas? 
Are any of Shakespeare's plays founded upon religious impulses and conflicts ? 
In what way do the moral sentiments of the Ilicui and Odyssey offend us ? 
How did Plato regard the nature of the gods as therein presented ? What 
dangers does an art-work run which is parasitical upon the moral tendencies of 
any particular period ? How could you explain the origin of the confusion of 
Art with moral instruction ? What means are employed in instruction in 
Morals that are employed in some of the Arts ? What Arts are founded upon 
the moral aspect of actions and events ? Why is it so difficult for dramas to 
avoid " pointing a moral " ? . What argument can you here discern for the idea 
that the chief basis of Drama is the conflict between inherited tendencies and 
tendencies cultivated under the regime of a succeeding environment ? Why 
is it that an act is almost necessarily either moral or immoral ? What are 
some acts that have no moral implications ? Diagnose the following phenomena 
from this standpoint : — The movements of a cyclone ; of a jelly-fish ; of a snake 
in stinging a beast and a human being respectively ; spontaneous combustion with 
fatal results on board a ship ; the fatal explosion of a torpedo in peace and war 
respectively. Wherein is it possible for accidents to have, and not have, moral 
implications? Why are alleged accidents severely " inquired into" by the 
coroner ? Why do we resent somewhat the use of the ' opportune accident ' in 
tragedy ? Why much less in farce ? Is the purpose of Art-Literature to 
tmc/i ? State definitely just what you have learned from novels and Poetry. 
Were the works designed to teach just that which you learned ? Were the 
moon, and the apple that struck Sir Isaac Newton, designed solely to teach Man 
the law of gravitation ? Criticise the following reasoning : — ^Poetry is designed 
to teach ; Euclid's Geometry is designed to teach ; therefore Euclid's Geometry 
is Poetry. Will this explain why so many persons rave over Mr. Euclid's 
lyric gems? If the distinct purpose of Art-Literature be not teaching, yet 
might the purpose be to make more vivid some things we already know. Is 
this its purpose ? What are some of the things that people are most generally 
familiar with? Upon what are we all capable of criticising each other? 
What is brought constantly before our eyes and minds from childhood to old 
age ? What does our success in life largely depend upon, irrespective of par- 
ticular vocation ? What impels us to watch closely and criticise the actions 
of those persons about us, particularly those that we hire to work for us ? What 
is it in crimes that every man deems himself capable of deciding, irrespective of 
age, condition, or extraction? Why is the "religious discussion" such a 
popular form of discussion ? Give a summary of all you can think of that 
tends to make people more generally familiar with and interested in Morals (in 
its broadest sense) than we are in any phenomena or theories of Scienca 
In what ways are laws associated with Morals? Why are people so 
interested in following the progress of a judicial trial both in the court room 
and in the newspaper reports ? What assumption underlies the jury system of 
trial ? Is a " degree " or any special study necessary in order to take part in a 
" lynching-bee " ? Where does the boy get his training in deciding matters of 
right and wrong ? Who makes the laws of a state or a country, and out of 
what do laws spring ? What connection is traceable between the moral ideas 
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that obtjon in a tnbe or a oomiinmity and the cu^&ms of that tribe or comtn^inity f 
Can joa tiaoe any oomiecition between oar ^'social us^iges ^ and out moral Meaft f 
In ^diat way axe tragical events in everyday life and mor^ds intimat^ 
associated? Does the 'accident' pnre and simple underlie the majority of 
tragical ev^mts which foniish food for newspaper reporters f Why i« ^Ml 
"inqniiy into the cause of the accident instigftted" in most oases ? Does th^ 
verdict that the ^ deceased came to his death by his own hi^d ^' or ^ by causes 
unknown ** remove the case from the field of Momls ? Has a man a l^gal ru^t 
to commit suicide ? Is suicide a case of immorality ? Is it a leligious sm ^ 
Is suicide a feature of the Greek stage ? How many of Shakespeare s charac- 
ters commit suicide ? How do you explain the sentiment of the Japanese wiUi 
r^ard to suicide ? Why is suicide tragical ? Are there manv animals that 
commit suicide ? Is it the sign of a strong motive ? Why does it usually 
excite our wander ? Does it suggest an act of volition with strong conflicting 
motives? What proportion of the people of a country like England, for 
instance, are actively engaged in makings applying, or executing Uie lawsP 
Some men and women go t&ough life witnout committing anv crime wotthv of 
record. Do many of us escape the temptaHon'i What are tne chief impulses 
to commit crimes in everyday life ? Are there many ' extinct * species of tempta-^ 
tions ? Narrate the chief temptations to which citizens of ancient Rome were 
exposed ? Can modes of sinning be said to have developed pari pa$m witii 
other features of human evolution? What strikes us in reading the Old 
Testament ? Are the new developments of immorality in the large cities of 
our day essentially different from the phases of immorality that ancient civilisa- 
tions disclose ? How do you account for this * universality * in the modes of 
immorality ? Tabulate the various phases of wrongdoing, and try to reduce 
them all to some simple system. Does the classification disclose any cosmo* 
politan Unity in respect of motives'i Can these motives be grouped with 
reference to^ the functions of Nutrition, Defence and Reprodudion ? What 
feelings and emotions may be said to be intimately associated with these three 
functions ? What does Ethnology disclose regarding the universality of crime 
and common types of motives ? What A priori reasons might there be for 
assuming a certain universality in the phases of motives to crime ? To what 
extent does the ' common to aU ' feature enter into the style of the Music-Drama ? 
Can the liberty of the individual to commit crimes and to be tempted thereto be 
considered as belonging in any way to a privileged class ? From what emotions 
as motives do the majority of crimes spring ? Are these emoti^/ns in any sense 
esoteric ? What intimate connection is there between crimes^ immorality^ and 
emotions? In what way is the act of volition concerned in wrongddn/s$? 
What are the implications of the act ot volition, desires and mwiUms 7 What 
intimate connection is there between Drama and wrongrloing? Does the 
Drama of modran times busy itself much with phases of impiety ? HUiiB 
definitely what impiety meant among tiie andent (jt^Ub ? W#/tild jtm \m 
justified in aasoting that our emotions were (heated in exar^^ iu^sfjr*haiein with 
present mocal ideas t From what period of our etfAniifm do oar deej^*^ nmi 
most nmvefsal emotkiiis date ? Wcyuld yoa ije jwfii6fsA in mnpVjymn iite Umn 
'AryoM emotioBs ' ? Do oor emfAif/ti» dispky any tuAiiw^tUrf U^i» fA iim 
wtrmggfe tx etuUnee (as distin^aishftd itfna ihff ^HwA efjttijMitif^i tm 
existence) ? What do yon £aiey was tlie ««iginal ' rm^yn Pa ^M^ie^ ' iA 
emotaoBS? Aie mmiAMA an tmX^MUth ^A mAmnH if!^itif^/ii ^ ifyti il^^ m^ 
pecfiKm ainr mstiwtik m ih^ ihn^ fnxk^jfm ^A ]!?alnii/j«^ YMAtsttt^^ mA 1^^^/hitf^ 
tkm ? What hm haipij r^hnAA is^ufA^ mA ^smfJ^tm^ m if;Min% i^t9^ m 
life? Annorftf to mtitiMkai tx^MAam^MA, wjal fagitaaxsal» aanj ^ai>(Mi«VBU» 4» 
we stOl fomem wtmtk mufj le wmiAasitA aa kk^rsao; 'tmi^^ Onfm km^tAiicM^, >kc 
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to be rudimentary ? What have been some of the chief social changes in some 
countries that have rendered former instincts and emotions not only unnecessary 
but actually mischievous ? What changes in the evolution of morals have 
taken place which render these emotions a worse than useless appendix to man's 
mental anatomy ? From considering the theoretical life of primeval man, or 
even from perusing Homer or the Old Testament, would it seem that the following 
hjrpothesis were defensible : — Immorality is largely the outcome of a change in 
the total environment of a race, unaccompanied by a corresponding change in the 
tendencies of the individuals of that race. Is it possible for an animal in the 
natural state to be imTnorcd ? What does " training an animal " mean ? 
Why do horses still have to be * broken ' and dogs trained ? What would be the 
conduct (actions) of the animal if untrained ? Will animals ever feel quite at 
home in the drawing-room without any preliminary initiation? Does an 
animal ever realise why his inherited tendencies are essentially and radically 
' wrong ' ? What would probably have been the natural moral stattcs of the 
dog, and cat, and cow, if the drawing-room had always been their natural environ- 
ment in time past ? How long does it take to train a dog ? — a child ? Has 
advance in civilisation and * fashions ' rendered life more enjoyable for the Bird ? 
In what sense have moral and immoral been used above ? Can an act be 
moral or immoral without the accompanying consdovsness of its morality or 
immorality ? Are any other moral systems than our own possible ? Are 
the moral sentiments in a community absolutely uniform ? Do laws influence 
moral sentiments? Do they influence our a/its? How is the "social 
sanction" exercised? Is there any penitentiary for breaches of etiquette? 
Does the possibility of an act being moral or immoral depend upon the conception 
of an Ideal of conduct ? Can all animals form ' concepts * ? In what way 
can the acts of members of a barbarous tribe be moral from their standpoint and 
not from ours ? Give examples. Are moral sentiments a sort of mental 
accompaniment to instinctive acts or " customs " ? Could Nature ever produce 
several modes of action ? In what sense may it be said of man that he is a 
moral artist or an artist in moral actions? What two sides has both the 
moral act and the production of an art-work ? Can both the inner and the 
outer faculties be cultivated in both cases f What discipline does a boy have 
to undergo before he can stand up and tell the truth under circumstances 
not creditable to himself (cf. G. Washington) ? What discipline is 
necessary in order to objectify an art-idea, viz. to put the art-idea into a form 
effectively appealing to other persons ? Does the ' act of volition ' have to be 
jpractised ? Is wiU-power trained in common schools ? In what respect may 
will-power often be regarded as habit ? Is the exercise of will-power possible 
where no temptation exists ^ 

(B 5.) — In what way does Eeligion seem to have interfered with the develop- 
ment of Art (particularly Sculpture) in ancient Egypt ? In what way did 
Mohammedanism influence the art- works of its followei^ ? Did Sculpture of 
the human figure flourish among the Saracens ? Did Painting and Music ? 
What is the general character of the sculptured, or otherwise executed, ornament 
of the Saracens and other races professing Moliammedanism ? How is it that 
the Arts in Greece were not similarly affected by Religion? Is the influence 
of religious ideas upon Medieval Sculpture and Painting perceptible ? Was 
r^^wr^-Painting much cultivated previous to the Eeformation ? Why is this 
phase of Painting {genre) sometimes spoken of as the " secularisation " of 
Painting ? Does the idea apply to Painting alone ? In what country and 
under what circumstances did it receive its important development ? In what 
way do many earlier Paintings display the features of genre, although the subject- 
matter is explicitly sacred ? What great distinction has been drawn between 
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the spirit in which religious subjects were treated previous to, and subsequent to 
Kaphael ? What feature of the Eenaissance tended to differentiate Art and 
Religion ? What works can you point out as displaying a hostility between 
the ends and means of Art and Eeligion ? Upon what grounds are some of 
Michael Angelo's works criticised ? What argument for the difference of Art 
and Eeligion can be drawn from the inconsistencies displayed by certain works of 
art attempting to harmonise the two ? How could there really be any hostility ? 
Criticise this reasoning : — Eeligion is truth, Art is truth ; therefore Eeligion is 
Art. What might follow if this inference were valid? Criticise this 
reasoning : — The end of mathematics is truth, the end of Biology is truth ; there-* 
fore mathematics is Biology. In what way do the truths of Theology differ 
from fidelity to Nature in landscape Painting? Are the sensations of Music 
any less true than religious ideas? Criticise this reasoning: — Eeligion is 
emotional. Drama is emotional ; therefore Eeligion is Drama. Does not sinceHty 
of expression lie at the foundation of both Eeligion and Art ? Do not both 

aim to make the expression of the truth as effective as possible ? What is the 
difference between sincerity and effectiveness ? Can two features be effective 
in different ways ? What justification is there for ministers resorting to oratory 
in order to render the setting forth of religious ideas, and the arousing of 
religious sentiments, as effective as possible ? Upon what is stress laid in 
oratory ? To what extent does attention to fw^m of expression tend to abstract 
from the ideas expressed and the feeling prompting to their expression ? Why 
have we a tendency to regard with distrust the fine oratory of a speaker ? Is 
attention to form of expression a sure sign of insincerity of feeling?* Why 
is it that insincerity is felt to be so utterly opposed to religious sentiments ? 
Does Eeligion centre in sincerity of feeling and belief and expression ? Why 
should insincerity in the enunciation of ideas be any more reprehensible in the 
case of Eeligion than Science ? What is the psychology of the conflict between 
depth and sincerity of feeling and artistic form in the expression of that feeling ? 
From this standpoint discuss the following features: — (1) the elimination of 
feeling from theology as a * rational ' system ; (2) the cultivation of sesthetical 
features in the decoration of churches, the services therein, including pulpit- 
oratory and elaborate Music. What have been some of the historical reactions 
against the foregoing features of the church service? In what ways are 
Eeligion and Art, regarded as psychic phenomena, different ? Attempt to 
frame definitions of Eeligion and Art from this standpoint. Why do some 
religious themes lend themselves happily to treatment in art-form ? What 
two qualities of religious ideas and sentiments render it dangerous for Art to 
deal with Eeligion ? What is the object of Eeligion ? Does theology appeal 
to the senses ? Why do the chstnges in religious sentiments from age to age 
render it difficult to treat religious themes in works of art that pretend to a 
universality in time and space ? Can you point to any art- works that have 
been so hampered ? Why is Music particularly fitted to express or suggest 
religious sentiments ? To which two sides of Eeligion can a musical treatment 
be successfully applied ? For which one has song been chosen, and for which 
one instrumental Music? What defect is Poetry liable to display in at- 
tempting to embody the conception of the Deity ? How may the Deity le 
represented in the pictorial arts that crude anthropomorphic suggestions may be 
avoided ? Why can Zeus be so much better represented in marble than the 
Deity ? Do the bets-relief representations of the Deity in Medieval Sculpture 
give us a very exalted idea of the Deity? Are they contrary to the ban 
against " graven images " ? Did the Greek Eeligion in any way discourage 
the representation of its deities? Show how the Christian, Hebrew and 
Mohammedan conceptions of the Deity are entirely opposed to the character oi 
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■sculpturesque reproduction. What advantage haa Music over Sculpture and 
Painting in presenting the conception of the I)eity ? Would Music fumiah 
good subject-matter for idolatry ? Why was pure symbolism (the dove) 
resorted to in the representation of the Holy Ghost ? Why have the Viigin 
and the Holy Family furnished endless themea for Painting and Sculpture? 
Has Christ been rendered very often in s(aiMe-form? If Christ WBre to be 
represented in Art in his two aspects of God and Man, which two Arts would 
best body forth the two conceptions ? What momentous meaning for Art had 
the conception "and the Word was made Man"? Which Art could beat 
represent Christ's life and worlfs upon earth ? Does the New Testament give a 
clear idea of the physiognomy of Christ ? Why has Music long been such an 
adjunct to the church service ? How would you define the ' subjective ' side 
of Religion ? Why lias Religion an emotional side ? Tio various Keligiona 
vary the proportions of the rational, emotional aud moral elements in their 
admixture? Would you class Milton's theological writings under the head of 
hdles lettres ? Why can Music deal well with the emotional side of Keligion, 
and but poorly with the systematic and moral side ? Why can the Drama 
deal well with the moral side as it objectifies itself in acts, aud the dogmatic side 
in so far as it springs out of excited feelings ? What is the diflereuce between 
Music and Drama ? Why are the Ten Commandments not in -metric form ? 
What would prayers surest if they were delivered in metre aud rhymed? 
Would our laws be better obeyed if they were in vei-se form ? Why does the 
absence of aU metrical arrangement of words and rhyme, and figures of speech 
(picturesque), verbosity, and involved structure (inversion) agree better with the 
verbal expression of deep convictions, sincere feelings, and strong emotions ? 
Wliat are some solemn occasions where all playfulness of idea and diction are 
out of place ? Is the purpose of a prayer or a law to give iis Pleasure in the 
reading of it? What is the justification of a division of labour? Show 
that a specialisation of function is almost always an advantage where practical 
ends are to be attained. Why doesn't a butcher use a hoe to chop meat ? 
Why is there a strong tendency in some countries to separate affairs of Churcli 
and State ? Does the different effect of Division of Labour upon manufactures 
and the Fine Arts respectively show that the two fields are different ? Is it 
the function of the artist to furnish arcliseological documents to future gene- 
rations? What knowledge has been gained from ancient coins, vases and 
other art-objects concerning the races that made and employed them ? Were 
they d&signed to furnish us with this knowledge ? Do the two directions of 
documentary evidence and sesthetic effect coincide ? Does the historical 

value of an object depend at all upon its artistic merit? What are some of 
the features of the Iliad that are valuable as records of the past, but contribute 
little to the artistic effect of the work ? Is tliere a tendency in modem art- 
work to avoid the local in time and space ? Can tliis be fully accomplished ? 
Compare the wonder excited by the age of a work of art with veneration for aged 
persons as distinguished from Pleasure in the beauty of younger persons. 

(1! 6.) — What explanation would you offer of the popular confusion of Art 
with Cleverness and ludustiy ? Distinguish between Cleverness and lodustry. 
Do they always go together in the same individual, and is one the outcome of the 
other and mce verm ? Were the ancient Greeks remarkable for their indus- 
triousness ? Were slaves employed in the country districts to the extent they 
were in Athens ? Can races be graded upon the basis of industriousness ? 
Do Industry and Cleverness go together in this case ? Is war an industry ? 
Is there any correlation between industriousness and geographical situation and 
climatic conditions ? Did the ancient I^ptians employ slaves to any great 
extent? lu what zone does Egypt lie ? Have the most industrious i 
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of the past been the greatest art-producing races? Does art-productiveness 
depend upon national organisation ? How long have the Chinese existed as a 
nation ? Does art-activity depend upon the mode of life, whether nomadic, 
pastoral, agricultural, civic? Have the races of the past that were most 
clever in advancing knowledge been the most active in art-fields ? What 
important r61e does executive ability play in (he Arts as distinguished from the 
Fine Arts ? What two sides are there to art-production, and which one is 
largely dependent upon Industry and Cleverness ? What art-works have to 
be performed or executed after their conception may be completed ? Does the 
work of execution occupy the same faculties as that of ' conception ' ? How 
would the term " Art " naturally be applied to an effective mode of performing 
any work, whether pertaining to the Fine Arts or not ? Show that the term 
" artistic treatment " is often applied to writings where it can mean nothing 
more than mental Cleverness. Show how wit, precision in use of words and 
figures of speech, ingenious arrangement of ideas, close knit logic, can all be 
referred to faculties not radically pertaining to Art in its narrower sense. 
Show that many of the faculties that are active in the compilation of literary 
works are faculties which find exercise in every-day life. Contrast this with 
the self-criticism by the composer or architect in the case of the symphony or 
the cathedral. Discuss in detail this question : — ^What is there in the nature 
of Literature as distinguished from the other Arts that allows mere intellectual 
Cleverness to accomplish so much ? What feature of Painting allows consider- 
able opportunity for the display of Cleverness ? In what sense does still-life 
Painting not display the most peculiar trait of art- work ? Is * making the 
picture look just like the object ' the sole aim of Painting ? What is the 
difference between painting objects *in perspective ' in order to make them look 
more life-like„and painting objects * in perspective ' for the mere sake of perspec- 
tive, viz. to show one's ability to do so ? Give some of the naive examples of 
the latter aim in pictures. What period of Painting is especially affected by 

this desire ? What is the effect that virtuosity in solo-playing is likely to 
have upon an audience ? Is arousing wonder an effect peculiar to Art ? Why 
is attention paid to the player injurious to the enjoyment of the music played ? 
Wliy do people fix their eyes so intently upon a solo-player or singer, while 
they allow their eyes to wander during the performance of a symphony or chorus ? 
What does virtuosity become when pushed to the extreme ? Has display of 
executive ability any essential connection with art-feeling ? Has the ability 

to finger difficult passages on the piano any necessary connection with an appre- 
ciation of Music? Cannot executive ability be cultivated to the extent of 
arousing wonder by a person troubled with no particular love for Music? 
What instructive lesson might we discern in the many " youthful prodigies " 
that " do wonders " at three years of age ? Is wonder a purely cesthetical 
feeling in (1) its psychological character ; (2) the means necessary to excite it ; 
(3) the end for which it is excited ? What persons in an audience probably 
experience wonder most strongly ? Is there not a certain pleasure in seeing 
some act neatly executed ? Is this cestheHc pleasure ? Is it peculiar to 
aesthetic pleasure ? Is the pleasure which a performer takes in the successful 
execution of difficult passages necessarily accompanied by a like enjoyment on 
the part of the audience ? Show that in its crudest, or most primitive, form this 
pleasure on the part of the executant is of a physiological nature, and therefore not 
likely to produce objective effects — viz. musical effects — pleasing to the listens. 
Show that the sequence of tones which arose from the muscular pleasure in 
execution might not be that sequence sanctioned by the ear of the auditor. 
How is this form of pleasure decidedly egoistic, likely to become egotistic, and 
associated with the phenomenon of pleasure derived from the " exercise of well- 
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nourished organs " ? Would the particular muscular movements as dictated 
by muscular development of the hand, arm, etc., employed in playing the violin, 
be the same for every player ? What would be the effect of this upon the 
resulting tones ? Has the particular musical instrument any effect upon the 
musical tones and their order as it influences the muscular movements of the 
fingers, arms, etc. ? Is there such a feature of the muscular contractions con- 
cerned in playing as the path, or order, of least resistance ? Are the auditory 
qualities denoted by a " musical sense '* in agreement with the results of the 
player's arms and hands following the order of least resistance in execution ? 
Show that the outcome of virtuosity is the tendency to make Art oscillate 
between two poles, viz. in deference to (1) Pleasure of the performer in exercise ; 
(2) Pleasure of the auditor (audience) in the resulting tones. Wliy do not 
these two ends coincide ? Show that the Pleasure in exercise of muscles, etc* 
is often satisfied with chaotic effects, and that the effect of the second force 
(musical ear of auditor) is to force order upon the combinations of tone of the 
rhapsodist. What emotion does the self-satisfied whistling of the small 
boy often arouse in us? Why are many good citizens opposed to the 
piano ? Why is there room in the Patent Office for the model of a 

noiseless corneUa-piston ? Why is there a certain ferocious Pleasure in the 
production of chaotic and destructive effects ? Wliat is the legitimate role of 
natural virtuosity (springing from a manual familiarity with the playing qualities 
of an instrument as distinguished from other kinds of instruments) in directing 
the sequence of tones, direction of development of Music, etc. ? Wliy should 
a musical composer have some knowledge of the playing-qualities of the instru- 
ments for which he composes ? Cannot virtuosity expend itself upon pleasing 
passages as well as chaotic and manneristic ones ? Show definitely what is 
meant by manneristic passages in solo concertos. Are you personally sensitive 
to the mannerism of a passage as you hear it played in the midst of other music ? 
Is a picture rendered any more beautiful by the fact that it has to be examined 
by a microscope ? How would you define natural size of a work of art as 
distinguished from various to%irs de force in the big and little produced by various 
" artists " ? Does the Beauty of the Sistine Madonna depend upon the 
expensive trip an American has to take in order to reach it ? How has such 
an idea somehow arisen ? Can one see the Fjords of Norway or the Pyramids 
of Egypt without a journey ? Would the North Pole be quite the same if set 
up in Central Park ? Show how a long and difficult journey often tends to 
make a person observe what he would hardly have glanced at " at home." 
What does a study of works of art often lead to ? Is the Iliad grander 

because of the study of Greek required to read it ? Does it necessarily justify a 
procedure in Art to cite its employment by some noted artist ? Does it justify 
the procedure of Painting architectural forms upon a vaulted ceiling to mention 
the Sistine Chapel? Does it justify scene-painting upon the ceiling of a 
church, by which the existence of the ceiling is denied, to say that churches so 
treated exist in Rome ? Does cesthetical effect take any cognisance of the time 

or trouble required for execution ? Give examples from Sculpture and from 
steel-engravings of the difference between effective painstaking and purposeless 
painstaking ? What are some good examples of the latter quality from the 
cemetery Sculpture of Italy ? (Cf. the " realistic " treatment of female dresses in 
Campo Santo of Genoa, etc.) ? What two stages are there in the produc- 
tion of an art- work, and which stage runs the greatest danger of show of manual 
Cleverness and application ? Would it add any Beauty to a symphony of 
Beethoven to know that he wrote it down with his left hand ? Are the 
tragical landscapes executed by monstrosities in dime-museums, etc. any more 
beautiful for their abhorrent mode of execution ? Would it be the height of 
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Art to render a pieoe of Mudo so softly that nobody could hear it at all? What 
results sometimes from a player trying to put more " feeling " into an " interpret 
tation *' than he (or 8he)/M2f ? Is medieval perspective at its worst improved 
any by the information that the picture is '* six hundred years old " ? Does 
sesthetical feeling take into account the reasons for the ineffectiveness of the 
painting, edifice, eta ? Does it add to the Beauty of a picture to be told that 
the colours were laid on without using a brush ? Have great artists never 
done any poor work ? What does much of the Poetry of Pope's age savour of ? 
What side of Poetry had reached a remarkable development in France and 
England ? Wcnild the EpUtUi of the New Testament be more effective if com- 
posed in couplets ? Would we now rate a poet by his inability to drop his 
poetic diction in writing a letter ? Did the familiarity with a dead language 
at the time of Pope brc^ pedantry? In what vray is the Cleverness of poets 
of this period sometimes too apparent ? Did Shakespeare compose good Latin 
verses? 

(B 7.) — ^How might a confusion of the ideas of Art and Usefulness easily 
arise ? What are some of the Arts that are directly concerned with VMfvl 
features of life ? What ones of the Fine Arts probably took their on^ from 
useful features ? What art- works may be regarded as possessing a rudimewtary 
useful function as distingtdshed from re^ use r What is there pleasing about 
the idea that useful artides may be beautiful ? Why have we a tendency to 
look with disapprobation upon plates painted merely to hang upon the wall and 
hand-painted coial scuttles that might just as wdl be hung up for all the usage 
they get ? Does a man smoke in order to encourage the production of tobacco ? 
Do bank-clerks become learned in American History from handling n.S.A. bank- 
notes ? Is the sesthetical effect of a bank-note its sole efifoct ? What 
governs the size of a bank-note, a postage stamp, and a flag respectively ? Is 
Art much furthered by the manufacture of bank-notes ? Are the involved 
patterns on n.S.A. baidc-notes for sesthetical effect ? How are they executed ? 
Is eveiy counterfeiter an " artist " ? To what should Art yield when pure 
utilitarian ends are to be attained ? Does the effectiveness of the Gkttling gun 
depend upon ornamental features? Is the shortest path always the most 
pleasing ? How must the idea of '' path of least resistance " be modified that 
it may present the " path of greatest delight " of Art ? Does division of labour 
always work well when applied to the execution of a work of art ? Does 
complete division of labour make labour in itself most pleasant to the workman ? 
Does the factory ideal of ' most work produced with least materials ' satisfy every 
demand of human life ? Where does the machine get its pleasure from its 
" maximum effectiveness " of production ? Because the working of a machine 
may not offer the best modd for human activity does it follow that Political 
Economy has no '^ reason for existence " ? Is it a valid argument for war that it 
gives employment to thousands of people and is a subsequent source of revenue to 
pensioners ? Do works of art deal extensively with useful actions, thoughts, 
and sentiments ? In case they deal with useful actions and sentiments with 
utilitarian implications do they magnify the utilitarian side ? With what do 
" epics " deal mostly ? Takmg the time, and energy, and powder dissipated in 
war, would it be deemed a good business speculation for those concerned? 
What was the cause of the Trojan War and how many lost their lives in it ? 
Is much trouble taken in the Iliad to mention who were killed besides the 
" nobly bom princes/' etc. ? Is it the function of the common soldiers in 
actual battle nowadays to form a picturesque background for the commanding 
ofGicer ? In what sense is Homer's treatment of a battle a sculpturesque one ? 
Does the 'personal combat' enter much into modern warfare? Why is a 
moi^Qm battle unadapted to treatment in statue form or bas-relief? Why can 
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Painting handle masses of soldiery better than bas-relief Sculpture can ? "Why 
Can Literary Art give the battle as a whole better than Painting ? Is a modem 
battle aimultaneona ? la it a simple affair ? How does intrigue, deception, 
and division of labour enter into it ? Wliat kinda of " personal encounter " 
enter into art-works ? Is the ring of a prize fight a good motif for Sculpture ? 
— for Painting ? — for the Stage ? Are there wounds that are teathetic and 
wounds that are not ? Does Art have much to do with disease ? Are there 
any " class differences " among diseases ? What diseases are inapplicable to 
art purposes? Can death by consumption be well presented in Sculpture? — 
on the Stage (cf. ' (!amille ' ) ? — in Music ? What kind of " healing herbs " are 
best fitted to art-works ? Does amputation make a good motif for a painting? 
— ^for Poetry ? Is Dryden's treatment of small-pox very successful ? In wlmt 
sense is the emotion of love ' rudimentary ' in civilised societies as compared with 
the emotion in primitive life ? (pp. 10, 20, 76.) To what extent does food form 
a theme for Art? Does Art deal with the utilitarian side of Kutrition and 
Reproduction ? To what extent is the avoidance of this aspect of the functions 
a sign of the invasion of everyday life by aesthetic features ? Upon what side 
of the functions of Nutrition and Eeproduction is Art largely parasitical ? Give 
a historical resume of the extent to which love and feasting enter into art-workB 
of all kinds (Poetry, Painting and the Novel, etc.). What Arts have no 

implication of functional application ? Has Eeligion in its primitive aspects 
any implications of ' practical application ' ? To what extent has its develop- 
ment been towards or away from practical application to the ends of life ? In 
reading Homer one is struck by the amount of wine and animals sacrificed. Is 
this seeming contrast with modem ideas of economy a real contrast ? In what 
way may energy be sacrificed as well as materials ? 

(B 8.) — What could you bring forward in support of this assertion ;— 
Deception, as such, has no place in art-works ? What prevents pictures 
from ever deceiving us, however " life-like " the rendering may be ? 
What prevents the Stage from deceiving us? Why are we more apt 
to forget " the frame " in the case of the theatre than in the case of 
a picture ? Compare the size of the frame enclosing the average picture, 
and the frame enclosing the stage. Are men usually presented life-size 
in paintings ? What is the size of men in a novel ? What would be the 
effect of a play if the actors could be reduced to the dimensions they display in a 
small picture? Is the effect of a play heightened by using opera-glasses? 
What would be the effect of reversing the glasses ? Do paintings ' move ' us a« 
forcibly as a play ? Do paintings develope a dramatic event before our eyes ? 
Does the fact that in a play the actors are flesh and blood render the effect of a 
play more forcible than that of a picture ? Do all plays move us ? How 
can the novel move iis without any actual ' presentations ' (of sense) ? Does 
the Music-Drama move us forcibly ? What is the difference between the 
effect of a play and Architecture ? Is there any difference between the effect 
of a play heard for the first and fiftieth time respectively ? Do you become 
intensely excited in reading the Iliad ? Is the account of a murder committed 
in China as exciting as that of one committed neat at home? Does a marble 
statue ever deceive one? Is the fright that one might receive from seeing the 
statue of a ghost by moonlight an aesthetic effect of Sculpture ? How does a 
ghost look ? Why do ghosts almost invariably avoid the effects of sunlight ? 
Is the arc-light quite as fatal ? Why do ghosts take to country seats ao 
readily ? What has been the effect upon ghoate of the tenement house and 
the policeman? What is the difference between (1) passing a bogus coin on 
someone ; (2) wearing paste diamonds ; (3) a picture representing a coin ; (4) a 
picture representing diamonds; (6) a house as represented upon the stage; 
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(6) paste diamonds worn upon the stage ; (7) the nse, in a play, of a baby 
borrowed for the occasion ; (8) the use of a rfwmmy baby ; (9) the representation 
of a boy's part by an actress? What was a natural origin of the confusion of 
Art with Deception ? What Arts are concerned with Imitation ? In what 
way is Deception associated with Imitation ? How did the association arise ? 
If a doU were so carefdily fashioned ad to pass for a real baby in a performance 
on the stage, wonld this Decqftian be a proof of the artistic merits of the doll ? 
Wonld a r^ baby, mistaken by someone in the audience for a dummy, be 
classed as a " work of art " ? What prevents a figure or face in marble 
from deceiving anyone? What species of mild Deception does the photo- 
grapher perpetmte in the * retouching ' of a portrait? How does this form of 
Cleverness differ from that of the painter who strives with might and main to give 
an exact portrait of Dame Nature? Is Photography in its application to 
matrimonial agencies a matter for l^islation ? Why did ancient Greece never 
advance thus far in civilisation ? 

(B 9.)— What are all the various ideas expressed by the words Nature and 
nattiral? What do Nature and natural mean as opposed to (1) human; 
(2) usual or accustomed; (3) dif&cult; (4) forced; (5) artificial or 'afifected*; 
(6) inconsistent or incongruous; (7) selection (process or result of)? What 
is a naiural in Musical terminology? Give some instances in which the 
expression ^ going to Nature " really meant going to something else, as to Art ? 
Was Bousseau thinking of the tribeis in the interior of Africa when he referred 
to " Nature " ? ' What has caused a great change in our idea of Nature within 
the last fifily years? What advances in Anthropology, positive and hjrpo- 
thetical, have been made since Bousseau's time ? What have Astronomy and 
Gteology contributed to our idea of Nature ? What light has Biology thrown 
upon Man ? We have the good old story of birds pecking at painted grapes. 
Are birds good art-critics ? Is the image of a dog in a mirror an art- work 
because it makes the dog growl? If a cat-call were imitated so faithfully in 
a symphony as to deceive a cat, would the genius of the composer be vindicated ? 
How has the confusion of Art with Nature arisen ? What Arts are largely 
concerned with the reproduction of features of Nature? What arguments 
could you adduce for this statement: — ^Art should seek its development in 
directions peculiar to itself? Can a landscape painting reproduce fully and 
accurately natural scenery ? In what way may art- works add to our ex- 
periences in life ? What are some of the art-experiences that could never be 
received from contemplating natural objects ? What is meant precisely by 
the remark " there are symphonies in the woods " ? The very essence of the 
art- work is its having been designed with reference to human beings and their 
Fleasuro. Has Nature existed for that end ? Why is it that a tendency is 
experienced to alter a portrait bust, a portrait painting, a portrait photograph ? 
Would any two people agree exactly as to the particular changes that ought to be 
effected ? What experiments are needed in this field ? Does the cry " return 
to Nature " apply to all Arts ? To what Arts ? Why ? How could you " re- 
turn to Nature" in order to reform the symphony? Would the procedure im- 
prove the designs for rugs, carpets and wall-paper? What might the expression 
mean as applied to Architecture ? Would any models be found in Nature for 
Greek Temples or Gothic Cathedrals? If by Nature were meant natural 
m^hods, how might Architecture be benefited ? What is copyism ? What 

is mannerism ? In what way do the utilitarian requirements change from age 
to age, and vary in different countries ? How is copyism liable to cause a 
degeneration in Architecture ? What meaning has Style for Architecture, and 
how does it compare with the idea " a moving equilibrium " ? Is copying an 
artist's figures the same as copying his methods of execution? — as copying 
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Nature ? Is makiiig a painting of a castle being " true to Nature " ? How 
might the expreaaion " retum to Nature" be interpreted for the purposes of Pottery 
(Ceramics) ? Could the old methods of execution be revived ? Need the 
models adopted be those of the highly artificial examples of last century ? 
Why is it sometimes impossible to ' move on ' in an Art without first going 
backwards to some previous stage of development ? What momentous meaning 
has the ' handling of the raw materials ' for Style in the Small Arts and in 
Architecture ? What is meant by the assertion " there are two kinds of Truth " ? 
Exemplify. Which kind is best suited to the witness-stand of a law-court? 
Has the ability to repeat accurately the statements of some person anything to 
do with Landscape Paintmg? What does Truth mean in a succession of 
musical chords ? Can there be any untruth in chords ? What is " singing 
true " ? Is a mosaic of coloured stones true ? How can an art-work be 
" true to Nature " when there is no Nature of that kind to be true to ? Is a 
Gothic cathedral true to Nature? Are Religions true to Nature? What 
is the difference between 'natural' and 'true'? Is sincerity tnith? Can 
an art-work be true to Human Nature ? Can an Ideal be true ? Is the 
sense of harmony true ? What is the purpose of a doll ? Is it to teach 
Physiology ? Would it serve its purpose better if it were carefully fashioned 
"just like a baby"? What are some advantages of a doU over a baby for 
certain purposes ? Can you foresee the point in the evolution of Art at which 
the (eternal 1) question of Realism versus Idealism must arise ? What would 
be the outcome of a course of development like the following : — The Imitative 
Arts develope gradually, and artists become aatoundiogy clever at painting close 
imitations of objects of all kiads, and the public becomes quite used to paintings 
that axe fairly deceptive, and critics have recourse to Photography even to aid 
their lynx-eyed vision ; along with this the non-imitative Arts are being 
developed, and are slowly elaborating means to pleasantly stimulate the variouB 
sense-organs quite aside from their manner of stimulation by natural objects ; 
Architecture, Decorative Arts, Costume and Music flourish alongside of Painting 
(landscape, genre and portrait). Sculpture, Novels and the Stage ? Is this 

course of development as stated Idealistic or Realistic ? What would result 
from such a development as the following : — An artist having attaiued to perfect 
mastery of imitative Painting and, at the same time, developed a faculty for 
appreciating the non-imitative Arts, begins at his art-maturity to reproduce 
objective scenes without debarring the influence of his second faculty ? Show 
how ' colour studies,' which at the same time propose to present some of the outer 
aspects of Nature, must excite a combat in the mind of the enterprising camera- 
wielder before mentioned? Can you explain (1) why the public will tend to 
side with the critic in condemning the " personal en^or " of the artist ; (2) the 
effect of such criticism upon contemporary Art ; (3) why this adverse criticism 
tends flnaliy to I'csult in anarchistic " movementa " in Art ? Give reasons for 
and against this assertion : — A painter should be careful not to exceed the bounda 
of ordinary experience when he represents some actual occurrence. In what 
way does the selection of a religious subject set criticism at nought in respect of 
the miraculous ? What silences adverse criticism of the "Mimculous Draught 
of Fishes " ? Why is the design of this subject by Raphael criticised ? Is 
the equilibrium of the boat any more miraculous than the " Draught " ? What 
is the difference ? Does the boat suggest a miracle ? Does the balancing of 
the boat add to the chief miracle ? What difference is there between the 
representation of a miracle and false drawing (perspective, etc.) ? Is there 
such a thing as a useless miracle ? Why is a ' perspective-miracle ' likely to 
be mistaken for something else ? Do we complain of the ' unnaturalness ' of 
diagrammatic representation of a piece of apparatus in a text-book on Fhynca? 
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What meaning for Ait has the {dnase *the end justifies the means*? Why 
should a painter be caiefiil as to what his art-work pn>pas$s to represent ? Do 
we condemn a dieam becaisse it is not * jnst like Nature '" ? Why does the 
name of a picture often expose it to criticism ? Was it tmfortuiiate for Art 
that Tomer ne^ected to add the names of the places where certain of his sketches 
were made? Why does the snbject 'a study in colour' throw many good 
people into perplexity ? DeriTe and criticise the following principle : — In art- 
works that cannot attain to any dose degree of imitative fiddity, and strive to 
attain a decorative effect only, it is expedient that they make clear to the 
spectator tiiat they do not propose to offer a dose imitation of Nature. What 
is liable to result otherwise ? Give Bome instances from eveiy-day life of the 
effect of some feature depending upon what it proposes to be. What are 
some of the ways by whidi art-woiiLS can avoid exdting the critical faculties of 
comparison ? How can an art- work once for all annoimce its intention not to 
offer a specimen of dose imitation ? What is it in the appearance of a 
stained glass window that tdls us — this does not propose to be a dose imitation 
of Nature? Is a painting pervaded by brc^ black lines of "leading"? 
Does Music need anyone to inform us that it is not a close imitation of Nature ? 
Why would an oil painting that presented objects as the stained glass window 
presents them have a comic effect ? (C£ bizarre advertisements.) Why do we 
fed, in this case, an unfitness between treatment and capability of the Art ? 
What purpose does the dark ' indosing line ' about the figures of a rug design 
serve ? What chromatic purpose does it have in addition to this ? How do 
lines and patches of gilding in a decorative design tend to prevent us from 
criticising the design as an attempt at ' imitation ' ? Why is it dangerous to 
pre&ce a funny story with the remark " This is sure to make you laugh " ? 
What is there in the cold-blooded pun that makes its funny intention too 
evident ? What is meant by poetic license ? Give a number of instances. 
Upon what grounds is such a license granted? What excuses a diction so 
different from speech in every-day life ? Wherein does the artificial diction of 
Poetry differ firom ordinary language ? Are metre and rhyme the sole marks 
of deviation ? Take several pieces of Poetry of various kinds, and reproduce 
the ideas therein expressed in a form as colloquial as possible. Take some 
conversation between two working-men (not " on exhibition ") and put it into 
the form of poetic diction without altering the ideas a whit What excuses 
such an artificial form of dialogue as * musical dialogue ' ? Under what cir- 
cumstances would it be wholly inexcusable? In what sense does a novel 
dealing with our eveiy-day life lose dramatic force by being converted into an 
* opera ' ? What excuse has the * opera ' for its existence ? — the * extravaganza * ? 
Does either the opera or the extravaganza propose to present the outward aspects 
of every-day life ? Does an opera always make dear to the spectator that it 
does not propose to represent scenes from actual life ? What is the difference 
•between the opera and the stained glass window in this regard ? Does the 
.'farce' propose to be atiy more than a laughter-producing pastime? What 
•often renders the effect of a comic poem all the more ludicrous for displaying a 
highly artificial diction ? Do we complain of the fable because it presents 
impossible situations — that of animals speaking and thinking like men ? Is 
:not the veiy absurdity of the situations a factor in the pleasing effect of 
.the fable? Is the bedstead any less pleasing because it is 'artificial,' 
-viz. made by Man after no model in Nature ? Is the " dinner in courses " 
io be despised because it did not grow in the wood where primeval Man 
rsported? What are several distinct ideas expressed by the word 'Ideal/' 
•and why .ought we to have a different word (phonetic) for each meaning ? 
What, feaiture. of Jthef outcome r of dramas displays the saipe two directions as 
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art-works on the whole ? Do events in every-day life always torn out as we 

woiUd wish to see them ? What per cent, of crimes committed in the course 
of a century probably fails to meet its reward ? Why are the motives for hiding 
a crime likely to develope a keeunesa and ability in hiding them ? How do 
you account for the popular thrill of pleasure at the diaoomfiture of the villain 
in the last act ? Would not severe naturalism demand that a certaiji number 
of dramas should end in the opposite manner? Why is it so comforting to 
fancy that such a terrestrial disappointment of justice is only a temporary respite 
to the villain ? Do not both ' outcomes ' please — one, because it reproducea 
many of the occurrences of everyday life ; the other, because it satisfies onr sen- 
timent as to what the outcome should be ? Why is the latter mode of outcome 
particularly suited to the drama that does not, by its ' situation,' etc., suggest 
that it proposes to present Ein excerpt from everyday life ? (Cf. Fairy-play and 
Music-Drama.) Is all Kature beautiful ? Are cows and pigs to he included 
in Nature? Are all plants pleasing to the sight and smell? Was there 
anything ' beautiful ' in the world before a sensitive organism capable of feeling 
its beauty arose ? *Is there such a thing as Beauty in itself {an meh)7 la 
there such a thing as a bmuHfiU object in itself (an sich)? WTiat does 
" beautiful " connote ? Is Beauty a ' phenomenon ' ? Do we know it as any- 
thing except a ' phenomenon ' ? Is there such a sensation as Beauty ? Can 
there be " moral goodness " on an island devoid of human beings ? Were there 
any pleasant or painful things upon the earth previous to the advent of animal 
oi^niams? Have jj^easwre and ^-in an 'objective' existence? Do "per- 
manent possibilities of pleasure" constitute an objective something — Pleasure? 
Were sunsets beautiful during the Carbonifei-ous Period ? Do we get rid a! 
the factor of mental reaction by asserting that " beautiful objects existed then, 
only there was no one to perceive them " ? What is the momentous signifi- 
oanca of that " someone there to perceive them " ? Why is it so difficudt to 
think of things apart from the existence of Man ? When we picture the 
evolution of the solar system to ourselves, who is always there watchittg it ? 
What do we mean by the expression the ' real world ' ? Do artists seek to repro- 
duce all of the real world ? Is not the ' real world,' in so far as we know it, all 
ideal in the sense of suMcctive ? Is it all ' ideal ' in the sense of pleasi-ag ? What 
features of the real world are utterly unfit for portrayal in art- works P Show that 
'ideal' is used in yet another sense, as when applied to the ' ideal of human beauty.' 
Does it here mean the jiiaximuTn fitness for Ai't-representation ? Can you 
find three different terms to replace ' ideal ' as the expression of these three con- 
ceptions? Why is the idea that, beoauae terrestrial objects, etc, are real, 
artists are bound to represent them, wholly untenable ? Does not the expres- 
sion ' Go to Nature,' when closely investigated, mean ' Go to a certain pari of 
Nature'? Does not the advice hold unconditionally for Science? Why 
can the pleasure we derive from flowers hardly be regarded aa fosthettcal 
pleasure? Show that one of the ideas that hover about a work of art in our 
minds is " made by Man." How then can we regard the pleasure that we get 
from the flower and from the picture of it as exactly similar ? Are the sen- 
sations exactly similar ? Show that, from the standpoint of the work of art as 
a hu-man production, a painting of a flower is less intensely a work of art than 
other art-objects ? Is it less beautiful ? Discuss the following statement ! 
— Objects are beautiful only when they are affecting a mind as being beautiful. 
Does thia assertion necessarily imply that certain qualities in the objects them- 
selves are not necessary features of the state of consciousness termed beautiful ? 
How do you reconcile the foregoing statement with the fact that some objects are 
beautiful to some persons and less ' beautiful ' to other persons ? What is the 
difference between personal preferences and » gweial consensus of preference? 
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At^ ve QBder any compulsioii to puUish an index €SiymTffo;tcrim 6t beautiM 
ot^ects? What is all that is neoes»saiy for the investigation of Art-^phenomena f 
Are not the personal deviations of judgment and the vagueness of kmits part of 
the v«7 subject-matter of jEstheUcs ? What important meaning for Bioloi]^ 
has the diffi/euUy of mstUvH^ species? Apply the above considerations to a very 
aoeniate rq^oduction of a landscape in a painting. Has, then, the reproduce 
tion of natoral objects no plaoe in Art ? In what way may a wood entii^ving 
distingnish itself most energeticaUy from an oil painting? Does Nature 
»d4ici objects for our edification ? In what way does Drama display %dtfcfti(m 
of obtain £estiires of Man's life ? Show how the s^tator of actual life 9dei^ 
in spontaneously dweUifig upon the tragical events m his own life ? What 
service does the painter perform-in selecting his objects instead of leaving the 
spectator to select for himself? What do the eye and mind probably do with 
every piece of extensive scenery? How long would the performance of a 
tragedy last, if the dramatist took the course of events as they may be supposed 
to have developed, instead of practising selection ? Would anyone read the 
^unselected' course of events in the life of an ordinary man ? What moti^ 
underlies selection for a purpose ? Has Nature any purpose in practising 
natural selection ? Why do all things tend to present themselves to our minds 
in the form of purposive action ? What characterises our actions and thoughts 
throughout our life-times ? What purpose is served by the division of a large 
scientific subject into parts ? Why do we enjoy the presentation of some« 
thing diflferent from our humdrum everyday life in dramas? Does the term 
' Pathological ' mean abnormal when applied to the mind ? Does abnormal 
mean the same as diseased ? Is the savage diseased because his bodv differs 
slightly from the Caucasian type ? Is the arm of the blacksmith diseased ? 
In what way may a pathological condition be subversive to Art-enjoyment at the 
same time that it furthers a power of Art^criticism ? What is the psychology 
of Art-criticism as distinguished from Art-enioyment ? Why should the 
nerves and mind be more sensitive when the body is in an abnormal condition ? 
Why are persons of delicate constitutions often very keen critics ? Im super- 
sesthesia a usual concomitant of an abnormal condition of the body ? What 
is here meant by ' abnormal' ? Why are invalids often extremely sensitive to 
sounds, discords of sound, bright light, odours and tastes? Why sliould 
sickness and sensibility be concomitants? Are they always? Can the 
keen discrimination be explained as a phase of exhaustion? (Cf. A 4, p, 24.) 
is not sBsthetic piefer^ice a sign of an abnormal condition ? Is such a amfll' 
tion an important feature of Art-conception ? Has the ariist-inind always 
been the normal type of mind? What do the lives and deaths of aoiiial ytM^, 
painters and oompoeers ei the past display ? In wliat ^«y niay tiie freedz/iia 
of imaginative oonstmetian of a poet be subversive to snocessfnl hnmnem tunnMif/Bh 
ment ? Why dioald the ffeevlmr artist be bom wiiii a }jtuntiem tinmmso^ 1 
What Alts lead their devotees to meotal a/;tivities diflfenrig lar^dy ft^/rn Utffm 
concerned in socoesriiil woridly exisU^ioe? Is mtmetd ^sti^iif htt^tU/i) 
abstract in the same sense as vaitbeiaiiiieAl reasoning? Is tttwofm ^Jinym^ 
Hon as a mental flicnomenon nai€^ eosM^jmed with nsMfmtHi? Jjfjt^ ih^ 
ererydsij life of Bcecfam-en Utif/w an^ li^jrt on t)#is iml^eet? Wksi is iiU 
essential peenliaritj of dream eoodiUfms? <(X 7h.f In trbssi t^^sytf^ m^ 
dreams, haJImhuaknM, eu^ like AtUtfAuyfrnn^^ m tine AtUm^Ae *A htiOi^fjefik^ 7 
Hcnr does e wf ffi m fjt lead i» u> ueis»ii{r m n^isjs^psent rmm^ ti^ ^^//fif, 'ttm^s(e» 

our mental ' immf»*l: Whait d^ifefKoe^ s^ tiiime \^^^*^stk t^ ^^Ik^^ wy^ m 
hanr of dhs d»iiaa nSoistA <» mek, laA » yjmigi m^ * f«ai f^tf:mnea^j^/f Wm0, 



spectator to represent ? Does the narrative of a dream lack interest ? Give 
some instances of exploitation of the dream for Arb-purposes, Is a dream (as 
dreamed) UDpleasing because it does not exactly reproduce everyday life? 
Does the denial of the law o£ gravitation trouble ua much in a dream ? Do 
dreama differ in their degree of pleasantneaa as everyday experiences do? 
Have you remarked any tendency of the mind to dwell upon the more pleasant 
dreams ? Can we be said to be ' artists ' for the time being, in that we 
practise selection? Can you recognise in Painting and Poetry the tendency to 
preserve and celebrate our pleasanter experiences? Is this "being true to 
Nature" ? What Art-field is best fitted to handle the less pleasing dreams? 
la readiTig about a nightmare in a book the same as experiencing one? la it 
the purpose of works of art to excite such emotions aa real terror or nausea in 
us? Are horrible dreama surrounded by a gilt frame? Sommariae the 
likenesses and differences between dreama and art^works. When we are in 
doubt whether we are conscious of a sensation arising from some outer stimuli 
(object) or of an (inner) image, how do we proceed to settle the point? What 
are ' counter images ' ? What important function do corrective images serve ? 
How does the mode of checking images by corrective images differ from the 
mode of correcting sensations by various direct teats (verification of sight by 
taste, touch and smell)? During what portion of a man's life is he most 
superstitious? Why? Do animals verify their * conatructs ' ? How 
long does a child take to develope its verifying tendencies ? Do ' corrective 
images' never arise in dreams? Is one able to decide while dreaming 
whether he is dreaming or not ? How may the vividness of dream-images be 
explained ? la doubt or scepticism an ordmary feature of dreams ? Is the 
act of volition more decisive (more concentrated, less wavering) in dreama than in 
everyday life ? Are " corrective images " necessary in order to enjoy works of 
art ? In what senae can the consciousness of tlie ' frame ' be said to be the 
only corrective sensation required ? What is necessary in everyday life which 
is superfluous in the contemplation of art-worka ? Does the contemplation of 
art-works serve any of the important functions of Nutrition, Self-Defenoe and 
Propagation of the Species ? Are we justified in supposing that the animal 
enjoys the exercise of the corrective-image method of verification ? What may 
be the attitude of the mind towards an art-object (art-work) aa distinguished 
' from its attitude towards people and things in everyday life ? Does the 
representation of ghosts in pictures or on the stage compel ua to believe in the 
objective existence of ghosts ? What has probably been the influence of the 
stage and performances of ' magic ' npon the ghost-theory of causes ? Have 
these features of city-life co-operated with street-lighting and the police system ? 
What ia the great diiference between the child's mind and the mind of the adult 
in their attitude towards possible dangers? Why do we remove matches, 
knives and poisons from the reach of infants and children ? Are ' corrective 
images' available for the avoidance of calamities? Are there any differences 
among the images by which we test present sensations and foresee possibilities ? 
What forms may past experience take in order to become available for present 
guidance ? Do ' corrective images ' play any part in a general scepticism 
towards such phenomena aa ghosts ? Has the past history of human credulity 
ever been scientifically exploited for application to present needs ? How long 
do the ' corrective images ' arising from exploded shams usually retain their 
potency? Give some examples from newspapers. In what way may we 
be said to free ourselves from the ' struggle for existence ' in contemplating a 
work of art ? Can a work of art really deceive us ? Can a work of art be 
hypocritical in itself (viz. not in its subject or mode of treatment) ? Are we 
forced to properly diagnose a painting or a symphony under pain of exten 
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tion if we do not, or do it wrongly ? Why would dream conditions not ba I 
adapted to the real life of the organiam ? In what respect may art-works be I 
regarded as dreams, contemplated in waking hours as dreams, and yet in sucli a I 
mood that, for the nonce, we believe in what it represents ? Why should the % 
use of a pistol on the stage be avoided if possible ? Why especially in an ' 
opera ? Why are pistol shots not introduced into symphonies ? What is 
one ai^ument against depicting the Battle of EiUl Run in Mxisic ? Contrast 
the sword with the cannon for stage-purposes. Why do many writers of dramas 
do their killing " off the stage " ? What are some potent arguments against 
representing the Battle of Waterloo on the stage ? What tends to keep us from 
suffering from excitement as to the outcome of a fencing duel on the stage? 
Why is the personal combat more generally successful on the stage than 
pitched battles are ? What is the average reward of bravery received by a 
■* aupe" for a hard fought battle on the stage ? Could one expect consummate 
enthusiasm? Ai^at su^eations of preordination hover about a great stage 
victory ? In what respect can the " historical painting " be said to be more ' 
peculiar to Art than the landscape painting ? What factor of the pleasure we I 
take in a rose cannot be reproduced in a painting? Is watching a skating I 
scene depicted upon canvas quite the same as engaging in the real sport? ] 
What argument lurks tlierein for cultivating in Painting that which cannot be 
enjoyed in Nature ? 

(B 10.) — Would a diamond 6 inches in diameter be proportionately beau- 
tiful? If every inhabitant of the Earth had two large sacks of diamonds, | 
would the diamond be as beautiful as it is now considered to be ? Would' I 
diamonds be worn as much? If gold nuggets were as common as stones, ' 
would money be coined of gold ? Would jewelry be made of gold ? Would 
gold be any less adapted for plating spoons, etc. ? Would the cups and other 
art-objects from the past be leas beautiful on account of the gold entering into 
their workmanship ? Haphael's SisHne Madonna is valued at a very high price. 
Would it be lees beautiful if valued at half that price ? Bach's Piano Music is 
published at a very low price. Does this indicate that he was less of an artist 
than Canova ? How much would it cost you to hear a performance of Handel's 
Messiah if you were the sole auditor? Is a modem novel neoessarilj better 
than the Bible because the latter is almost given away ? Any poor man can 
buy a play of Shakespeare, and it will last a lifetime. Why is a perfonnaiies 
of the same work ever given ? If there were only one autumn landscape in 
the world, why would people go a long way to see it ? If we could hear . 
Beethoven's symphonies any evening would they he less beautiful ? Would I 
meat taste better, or worse, if everybody had plenty of it ? If you were paid ' 
20 dollars to listen to a symphony of Beethoven, would the Music give yon 
more Pleasure than otherwise? — Less? If a prima donna could reach a 
note three octaves above any note yet reached by a singer, would Music profit 
much thereby? What characterises Eoman Architecture as distinguished 
from Grecian Architecture ? Could you infer one quality of the character of 
the Romans from the character of their Architecture ? What characterises 
the ornament upon the temples of Baalbec in Roman Style ? Is the " trophy " 
as common a feature of Greek ornamentation as of Roman? What do the 
many triumphal arches teach us ? Where would you fancy gilding was more 
common, in Rome or in Athena ? Contrast the Grecian theatre with the 
Roman amphitheatre as they originally appeared. What strikes one in 
reading a deacription of the Tabernacle of the Jews ? Distinguish between 
the meanings of the three words, sensuous, sensual, and sexual. To what 
faculties does a harmonious juxtaposition of colours or tones appeal ? Is this 
the art-effect most peculiai' to Art? la perception necessary to this 
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effect? la an act of judgment necessary? Feelinga may be ckssed aa 
painful or pleasant. Is it the object of art-worka to produce paiu ? Is the 
ieathetical eujoyment of a temple or of a sympliony like the enjoyment of a 
dinner ? Is it well to go witliout one's dinner to enjoy the temple or the 
symphony ? What does the expression, " Well-nourished nerves and nerve- 
centres " mean ? Is it possible to become a glutton in the enjoyment of art- 
works ? Does tliis often happen ? Is it very easy to become intoxicated 
with art-works? Are the after-effects the same? What are aome of the 
features of Art already diacusaed which are directly opposed to dissipation ? 
In what sense is Art Epicurean? What are some of the devices for pre- 
venting over-stimulation of aense-oi^ana and mind discernible in art-worVa of 
all kinds ? What is the objection to pewter apoona ? What makes a metal 
beautiful ? Mention some art-objecta from former times which show that the 
commoner metals can be artistically treated. What makes a painting great 
beside the quality of tlie canvaa and paints employed ? What practical con- 
siderations are there, however, in the case of paints and metals for art>use? 
Were Turner's paintings any the greater works of Art because some of them 
faded so quickly after completion ? Would etchings be any the more artistic 
if platea of silver instead of copper were used? What makes actme metals 
more desirable than others for uae in household utensils ? K silver and gold 
became very common, would art-objects executed thereof still be as beautiful ? 
If, by a miracle, Eaphael's Sistine Madonna were placed in every house in Europe 
and America, would it become less beautiful ? Would it become less desirable ? 
— ^less valuable ? The value of metals and gems increases with the scarcity. 
Does the Beauty of paintings also ? Would a temple constructed of iron or 
gold be more beautiful than one of marble ? Are there any works of art 
that have no indications of intrinsic value of Materials employed ? Do cut 
or carved gems possess an art-beauty parallel to their intrinsic value (including 
the time and energy expended in treating them) ? What are the comparative 
amounts of money and art-activity of the Materials and Execution of a cut- 
diamond and a painting respectively ? A diamond has been valued at 
2,500,000 dollars. Did this represent its value as an art-product? A singer 
has been offered 25,000 dollars a night for a season in Carmen, and 200,000 
dollars have been offered to a singer for a ' farewell tour.' Is there any likeness 
between these cases and the diamond above mentioned ? What would the 
amount of money spent upon diamonds and ' Prima Donnaa ' purchase in the way 
of more lasting works of art offering gratification to a vastly greater number of 
people ? Mention some cases of gi'eat paintings origiu^ly sold for a very 
low price. What does a small public museum coat, with good plaster casts 
of Sculpture and Photographic reproductions of art-works of all kinds ? How 
far is the craze for novelty pure and simple justifiable in the case of art-works ? 
Give instances from objects about the house of a novelty which is not artistic. 
After having eliminated all these features and tendencies from the conception 
of Art on the ground that works of consummate Art can and do exist without 
them, what remains aa a definition of Art? A chair or a sofa is a "human 
product," and it is a " stimulant of pleasurable sensations." Is it for that reason 
to be considered a work of Art? What positive qualities must be added 
to the human and stimulating and pleasing qualities iu order to formulate a 
definition of the conception of Art broad enough to include art-works of all 
classes, and yet definite enough to exclude other products of human activity P 
Summarise tdl the results of your thinking and obaervation into a definition 
without laying great stress upon the traditional dogmatic brevity of definitions. 
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(CI.) — ^Tabulate the physical qualities of the principal Materials entering 
into art-works. Does tiie &ctor of Materials enter into the consideration of 
Music ? In what art-departments are the implications of Materials employed 
most important ? Wherein does the subject of Materials employed differ from 
the subject of the psychic qualities of a particular Art ? However different the 
Materisds employed in the Small Arts may be, to what sense-organ do the works 
when completed appeal? Why is it of considerable importance to deal 

with the Materials entering into works of Architecture, although the finished 
works all appeal to the same sense-organ ? Wherein do Materials employed 
influence art-works ? How is it that the Materials employed can influence 
the oBsthetical effect of the art-works ? (See A 4.) Why could a kaleidoscope 
never furnish proper decoration ? Illustrate at length with examples what is 
meant in Music by the ' equation ' between a musical phrase and the instrument 
which gives it out If there was such a thing as a kaleidoscope for musical 
tones, would it satisfy the demands denoted by the term * equation * ? How 

can a certain Material be said to " demand " a certain kind of design ? What 
may the artist's mind do in all these cases that a mechanical instrument would 
hardly do ? Why does a composer conceive a musical phrase in terms of a 
particular musical instrument? What is meant by a ^feeling' for the 
qualities of a musical instrument, or for the qualities of Materials which are to 
form the basis of decoration ? In what sense is a musical instrument the 
environment of the musical phrase springing naturally out of it ? Enumerate 
the technical environment of each of the Graphic Arts and express it in physical 
terms of stress, etc. What corresponds to this environment in the case of animal 
and plant forms ? What d priori considerations would lead one to believe that 
the differences among the means employed must lead to differences among the 
results ? Point out as clearly as possible the precise way in which the physical 
properties of different Materials employed in the construction of buildings can 
give rise to differences in the form of the resulting buildings. In what way 
does Art benefit from the diversity of ' Materials employed ' ? Why is variety 
such a feature of ^Esthetic enjoyment ? Give all the examples you can think 
of, of a variety among the works of the various Small Arts which has been directly 
or indirectly cavsed hy the differences of the ' Materials employed.' In what 
way are Materials employed and Tools^ and mode of execution intimately related ? 
Give examples of the way in which different Materials necessitate different 
modes of working, and hence different Tools employed in working. Give 
several reasons why the physical properties of the various Materials should not 
he ignored by artists ; rather should these qualities be taken advantage of, and the 
resulting differences promoted. Give some examples of what can be done in 
one Material that cannot be done in another. Wherein do the properties of 
bronze and sandstone differ ? In what two ways do these qualities fit one and 
not the other for the execution of statuettes ? What does the expression 
sincerity in the working and display of Material mean ? Give examples of 
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the way in which Material employed may really influence the general eesthebical 
effect aimed at by the various art-works into which the Materia entera. Could 
you support the assertion that the Materials employed in the execution of the art- 
works of various departments have giveu rise to the great differences displayed 
by art-works of various kinds ? -Apply to the fields of Pottery and Metal- 
work respectively. In what way does the important feature of Mtness enter 
into this part of the subject? What were some of the implications of fitness 
and Beaut;/ that were noted in A 7 ? "What are the differences between the 
Materials employed in mosaic work, ruga and paintings respectively ? How 
do these Materials cause different modes of execution to be pursued? Given 
the Materials and the modes of execution, what would you be able to predict d 
jiriori about tlie differences in the general effecta that the three Arts would aim 
at, and some general differences that the designs would display ? If you were 
given cubes of stone in five colours, three inches 3C[iiare on the top, would you 
attempt therewith to ' imitate nature ' in a landscape design ? Would you aim 
at attaining a dramatic effect ? Give some instances from cheap popular art- 
works that show the workman was not sensitive to this fitness between Materials 
and the work attempted. Point out clearly how such a proceeding aa imitation 
(as of a landscape painting in a " chroioo ") can mislead the workman into 
ignoring the equation which should exist between effect aimed at and the 
Materials employed. What is the fittest field for fireworks ? Does Pyro- 
technic Art rank high among the arts ? What important points about style 
can be learned therefrom ? Ought a very great deal of money be spent upon 
a pyrotechnic display ? (Cf. Exhaustion, p, 9i.) Compare coarse mosaic- 

work and fireworks in respect of difficulties of naturalistic imitation. What are 
the ' Materials ' at disposal in fireworks, and is imitation of landscape Painting, or 
Still-life, or Sculpture the ' true ' field ? Express the reasons of the limitations 
as clearly as possible, and see if they do not apply to a very lai^e extent through- 
out all Art. Why should perspectim not be attempted ? What reasons 
are there for cultivating in fireworks effects peculiar to the Art? What are 
the most peculiar effecta ? Uo they consist in attempted imitations of Nature 
or in ' set-pieces ' generally ? What is generally the effect of the brilliant 
outburst of coloured lights at great heights ? As far as general eflTecta are 
concerned, can fireworks attain to anything more than mere amusement ? In 
what way do revolving pieces display the dynamical features that are peciiliax to 
this amusement ? Why can a dramatic effect not be attained ? Diatinguiah 
between a dramatic occurrence during a display and Drama as an Art ? (Cf. 
Drama.) In what sense are scripts (handwriting, alphabets) such as the Arabic, 
picturesque? Could the peculiarities of various scripts have originated from 
the different writing Materials employed in the various cases? Indicate the 
way in which (1) Material written upon, (2) instrument used, (3) pigment, can 
influence the strokes and the resulting script. Does one's writing look exactly 
the same when executed with hard or soft pencil, fine pointed or stub pen, slate 
pencil or chalk, used upon rough or glazed paper, slate or blackboard, with thick 
or thin ink, etc. ? What instruments are used by the Chinese in the execution 
of their odd characters ? Are the Chinese characters easily executed with pen 
and ink ? Could the Chinese characters be said to be fitted to the " pen and 
ink " mode of writing ? Are they fitted to printing methods ? In what 
general way do printed and written characters djifor, and what constitutes a Jluent 
script? From this standpoint contrast English printed and written characters 
with German printing and writing. Is it any more difficult to ' set type ' in the 
German alphabet than in the English alphabet ? Would the type-setting of 
Chinese characters or Egyptian hieroglyphics present any particular dillicultieft? 
Can you trace, in the scripts of ancient Egypt, any development of a cura-ivA^^d^J 
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of writing from a non-cursive style ? Why would the development not take 
place in the opposite direction ? If you were chiselling letters on a slab of 
granite would there be any advantage in ' connecting the letters ' ? How 

would this be in case brush and india ink and unglazed paper were etaployed ? 
Did the employment of different Materials give rise to the different scripts in 
ancient Egypt? Why is there no cursive rmmcal notation ? How has the 
nsa of pen, ink and glajied paper probably influenced oar ' hand ' ? What is this 
expi-essed in terms of muscular contractions ? Can you point out any features 
of primitive building and ceramics which are ' picturesque ' and, at the same time, 
display their Mode of Execution ? Is there any causal relation between ' pic- 
turesquenesB ' and display of mode of production or function ? In what sense 

may a musical phrase given out by a particular instrument be 'picturesque' ? 
lo what ones of the Graphic Arts does the ' Mode of Production ' shine most vividly 
through what is represented ? Point out some ways in which architectural designs 
may be affected by the Materials employed. Could the Parthenon have been con- 
structed five times its actual size in exactly the same way ? What is the 
length of the stones emploved to span the distance between the columns of the 
Parthenon ? Some Gothic cathedrals are much larger in eveiy way than the Par- 
thenon. Are the stones employed also bigger ? Plot the main outlines of 
the Parthenon and Cologne Cathedral to scale, and compare their dimenaiona. 
What may we learn from this contrast about diiferent modes of construction ? 
Are the stones employed in the vast domes of Turkish mosques of Constantinople 
bigger than those used in the Parthenon ? Of what Materials were the vast 
iaths in Kome constructed ? Were the ceilings of wood? Wherein lies the 
ingenuity of the arch as a mere structural feature ? Bid the arch probably 
originate from the attempt to overcome structural difftculties ? How are the 
passage ways in the great Pyramid covered ? What is the essential structural 
difference between a ' true ' and a ' false ' arch ? Could a very large Grecian 
temple have been constructed of very coarse sandstone or conglomerate? 
Wherein can there exist s. fitness between a kind of architectural structure and 
the Materials employed? Is this fitness a feature of the pleasing effect of a 
building ? Is it a feature of its stability ? To what depths may hard and 

soft stone be incised consistent with their respective properties ? Because soft 
limestone may be more easily worked than granite, does it follow that it should 
be more deeply incised ? At what point should depth of incision of relief in 
Sculpture atop ? What difference in this respect between a frieze and the 
acanthus-leaf aetoUs at the corners of the Corinthian capital? How does the 

fact that an ornament is part of a feature performing a structural function intro- 
duce new considerations ? What would considerations of Ihi/rahUity sanction 
as r^ards the depth of incision of a very soft rock ? Would this hold for the 
interior of a building the same as for the exterior ? What is the comparative 
intensity of illumination of the exterior and interior respectively of a cathedral ? 
Show that fitness of depth of incision depends also upon the delicacy of the 
curving and the size of the parts of the design. Would a tightly laced 

young lady make a good motif for a caryatid ? Would a skeleton ? Why 
not ? (Cf. p. 30.) If capitals to the columns of a temple were to be executed 
in bronze, would the Grecian Doric or the Ilomao Composite bring out the 
qualities of the Material most vividly ? Is marble a good Material for the 
construction of tripods ? Why are some features of statuary such as rods, etc. 
made of bronze ? What Style of Architecture among past Styles would be 

most fitted for a large stone-covered edifice, if stone could be obtained in blocks 
not larger than one cubic foot ? What Style in case wooden beams were used ? 
^-K>f iron ? What are some things that may be attempted in wood carving 
^% would not be proper in carved stone ? What is the Intimate difference 
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cution ? In what reapect ia etching like pen-and-ink drawing ? Can yon 
discern any reaaon why the etching should surest a more frse-harid Mode of 
Execution than the steel engraving ? Why does the steel engraving often 
suggest a cold mechanical Mode of Execution ? Wliat are some of the modes 
of executing a ateel engraving ? Contrast modelling in clay with chiselling a 
statue directly out of a granite block. What ia the moat fitting mode of re- 
producing pencil-drawinga in print ? What are the distinctive q^ualitiea of a 
wood engraving as most differentiated from any other, proceas ? What ia 

meant by ' half-tone ' pictures ? Contrast the wood engraving with the ateel 

engraving and the wash-drawing with reference to (1) boldness of line, (2) use 
of the clear space. Ia it absolutely necessary to print wood engravings in 
hlack ink ? Why are newspapers and books printed in Hack Ink ? Would 
a book become an art-work merely by printing with coloured ink upon a paper 
of a colour harmonising with the ink ? How did Turner utilise the colour of 
the -paper he employed for some of his sketches ? Compare ' the reproduction 
of a painting in an engraving ' with ' the execution of a symphony (for orchestra) 
upon the piano.' Do paintings display lirifs ? How, then, is a painting 

reproduced by a process that is founded upon the use of ' the line ' ? How 
are wood- engravings executed ? Is the drawing any longer transferred to the 
block ' hy hand ' ? Can you cut into a steel plate as you can ' bite into ' a copper 
plate with acid, or cut into wood with a graver ? About what Art-period did 
steel engraving originate ? During what Art-period was it most assiduously 
cultivated ? Can you fancy ' the Greeks ' devoting much attention to it ? 
What subjects in photographs would be moat likely to give a good idea of the 
original to one who had not seen the original? Derive and criticise this 
statement : — A reproducing process which is limited to monochrome, gives best 
results when applied to objects not depending upon colour for their leathetical 
effect. What renders the colour-effecta of scenery so subtle and complicated ? 
Does Sculpture depend upon colour-effects ? Why are stereopticon views of 
statuary often surprising in their clear effect? What are some Styles of 
Paintings which lend themselves somewhat auccesafully to photographic repro- 
duction? What is Rembrandt accused of? What commendable work 
remains to be done in tlie photographic-print process of reproducing works of 
art? Why would it be better to turn to monochrome pictures than to 

Painting proper for 'subjects' ? In what way can colour accentuate /onn ? 
What are some of the artistic defects of photographs? What devices are 
resorted to in order to correct the defects or avoid the faults ? Would photo* 
graphs of Nature ever have produced ' Midsummer Night's Dream ' ? In 
what four respects are photographs inferior to paintings as works of art ? In 
what way are they often superior for scientific purposes ? Criticise this 
assertion : — Art deals with objects as we see them. Science as they actually are. 
Analyse the whole question as to how a galloping horse may be most effectively 
represented ia a painting. What advantage can a sculptor take of the fact 
that in a baa-relief the figurea are not fully detached from the background? 
Mention some of the difficulties that have to be conquered in order to make a 
marble angel float three feet above the pedestal (of. Sculpture in cemeteries). 
If a figiire were to be presented in the two postures of running and leaping, which 
subject would be moat fitted for bas-relief and which for statue ? Why ? 
Why is it that Painting is freed from a number of extraneous conditions which 
are forced upon Sculpture ? Why is a man on stilts not a very good motif 
for a statue ? Why could it be better represented in a statuette of bronze ? 
What are the implications of Gravity in Sculpture ? Do the same implications 
exist in the case of Painting and Music ? Imagine and describe six subjects 
that are unfitted for treatment as marble statues by reason of weight or lat' 



e 2— C 3] 97 

tenacity of the material employed, giving reasons. Criticise the skeleton as a 
motif for Sculpture. (Cf. stagey Tomb-Sculpture of last century.) What are 
the qualities of bone and cartilage as distinguished from those of sandstone ? 
Wherein lies a peculiar charm of designs in woven work ? Would a landscape 
painted on the surface of a rug be as pleasing as the simple woven design ? 
Why is paint out of place upon a surface liable to be bent ? Why do the 
Mode of Eotecution and the Materials show up so clearly in a heavy Oriental rug ? 
Is our delight partly referable to the display of handiwork ? Do fitness of 
design to Mode of Execution and fitness of rug to perform its function count for 
something in the pleasure of contemplation? Machine-made imitations of 
Oriental rugs frequently display lines that are as straight and hard as if drawn 
with a pen and ruler. In what way does this precision belie the Materials 
and Mode of Execution of a rug ? Show that a certain naive lack of precision, 
a boldness of line, and an erratic patchwork appearance of figures are really 
more fitted to the Materials and Mode of Execution, and further, that they con- 
tribute to the variety of our Art-experiences. What argument is there against 
reproducing vases, tapestry, stained glass, etc. as motifs for still-life represen- 
tations ? What is an objection to the introduction of attenuated vases into 
pure Decoration, such as the wall-panels of the Eenaissance Period display ? 
How would you rate a painting of a vase or rug from the standpoint of the 
following principle : — ^An Art should not strive to do that which another Art can 
perform? Derive and criticise the foregoing principle. What can we learn 
about Style from the principle ? Is the principle for the ' guidance of Art * ? 
(C 3.) — ^In what way can performance of some useful function influence the 
form that an art-work takes ? Classify the Arts upon the basis of whether 
they are implicated in the fulfilment of utilitarian functions or not. What 
pleasing feature is there about Chinese vases of the better class ? Why does 
the round form prevail so generally in pottery? Is the decorative design 
of a Japanese screen similar to that of a vase ? Why are gilt bands often 
drawn about the edge of plates, cups, saucers, etc. ? Have they a practical 
purpose ? What is the function of the edge of a cup ? How does it differ 
from that of the centre ? How are the bands and lines of gilt laid upon 
the edges of plates, etc. ? Is it a difficult process ? Do the ornamental 
rings suggest the mode of execution of the plates ? What objections would 
there be to painting one half (vertical) of such an article red and the other 
half an entirely different colour ? Are teapots and cups more convenient if 
fashioned to look like some animal ? If a table-lamp has legs, why should 
it have five rather than three ? In what way is a ' continuous leg,' or hase^ 
preferable, perhaps ? Some of the lamps found at Pompeii were suspended 
by chains. How would this mode of suspension' influence the form of the lamp 
as distinguished from the form of the lamp resting upon a supporting surface ? 
In what way can the use of petroleum as a burning material influence the form 
of a table-l^mp? Does the ordinary vase with a base look more pleasing 
when suspended by chains ? Summarise some of the ways in which the 
mere matter of support of objects can influence the style of their decoration. 
Is it true that in some Arts the design springs directly out of the mode of 
execution of the object for a particular use, and that in other Arts the field 
of subject-matter for decorative design is open to choice ? Is there a third 
case in which the Art-work is of the first kind, while the Decoration is of the 
second? Are errors of decoration more frer[uent in this case. Give 
examples. (Of. D 5 ; D 6.) For what purpose does a minaret exist ? What 
is its mode of constraction ? Does a bell-ringer have to climb the tower of a 
church in order to ring the bells in the belfry ? Why is the minaret usually 
round in section? Why are there balconies at various heights? What 
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doQs a 'chime' of bells weigh? Are the towers of cathedrals usually round? 
"Why are minarets so slender? Can the fiinotion performed by an object 
determine the form taken by that object? What bearing has Utility upon the 
•origin of art-works ? Is the forcible display of fitness for performance of func- 
tion a factor in Eeathetical Pleasure ? What is the objection, if any, to eating 
, roast beef from a landscape decorating the bottom of one's plate ? Why is a 
' commandment against gluttony not a good decorative molif for plates ? Wliat 
■ diflculties does a landscape encounter in attempting to adjust itself to the 
bottom of a toa-cup ? What is the effect of a landscape viewed through an 
inch of tea ? What is the sesthetica! effect of a landscape an inch square ? 
Is it easy to paint a landscape on the inside of a water pitcher ? Would such 
a landscape rivet our attention, and would it possess those deceptive qualities 
which we crave in depictions of natural scenes ? Do the ordinary pictures on 
pottery serve to (1) bring out the qualities of the material ; (2) to biing out the 
form of the utensil ; (3) to si:^ge9t the function which the utensil is designed 
to fulfil ? Designate some results of work springing from (1) utter lack of 
decorative invention ; (2) lack of feeling for structural fitness ; (3) lack of feel- 
ing for art limits in general, and the fitness to use in particular; (4) pnre 
commercial spirit. Why should modern pottery especially display so many 
unfitnesses? What are the implications of thickness of material of cups, 
plates, etc., and functional application ? To what causes of breakage are such 
objects exposed in actual use ? In what sense ought liability to breakage to be 
a factor in the Style of some Arts ? Is it of Literature ? What functiona 
does Dress perform? To what variations of function is Costume exposed in 
deference to different activities the body participates in ? How can costume 
be varied so that it becomes a symbol of the kind of action eng^ed in ? How 
does this apply to arlrworks? What strikes us moderns in looking at the 
royal costumes of the ancient Egyptians and Assyrians, the gannenta of the 
high priest of the Jews, the toga of the Roman ? When a sculptor desires to 
depict the body in action, why does he make costume of secondary importance? 
How are pugilists attired for a fight ? What is the purpose of ' bloomers ' ? 
Are they sculpturesque ? Must costume necessarily be sculpturesque ? Why 
would a painter dealing with the subject of JKana's Bunt discard the overskirt 
of modern times ? Why was the Iloman toga fitted for use in the Foram ? 
Show that in depicting Rest and Action respectively, costume is a great aid 
to expression, viz. it serves to accentuate the condition of repose or action 
which is represented. Give examples. Why did the loose costume of the 
Greeks lend itself especially to this accentuation of function ? What is the 
importance of folds for the ends of Sculpture ? Why is Mercury usually 
represented without a toga ? What natural differentiation in costumes cornea 
to be a symbol of repose and action respectively ? Is it a piirely conventional 
association ? In what respect is the modern dress like the Gothic Architec- 
tural structure as contrasted with the Greek cloak and Grecian Architecture ? 
In wliat respect do the vertical folds of the Grecian garments (ef. Jnno) and the 
fapade of the temple display the action of gravity most simply met and disposed 
of? In what respects is the modern dress (especially female attire) more 
complicated in its structure ? Why should the function of indosijiff entail a 
greater complexity of cross strains and stresses than the function, not of con- 
taining, but of covering merely ? To what may the rise and papuhirity of pins 
be attributed ? What is the very essential difference between the modem 
invisible pin and the Koman and Grecian ' clasps ' ? Does tho same hold tmo 
of hair-pins ? Ought a fabric which is destined to be wrapped around some- 
thing, or to fall into folds, be decoi-ated with a landscape ? Would a land- 
e of Poussin make a good design for a lap-robe, or rug, or window-curt 
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What is it about a Painting that resents a folding of the canvas ? What kind 
of designs are not rendered ineffective by interruptions of design such as those 
occasioned by a folding of the surface ? In what way shoidd considerations 
of Utility affect the degree of deUcacy of treatment in designs for rugs, carpets, 
tapestry, and fabrics in general? How long does a rug last? In case 
tapestry is designed to be hung upon the wall, without folds, in what way 
may its design consistently differ from that of floor mosaic or that of a rug ? 
Discuss the whole subject o{ position of spectator in its influence upon designing. 
Why is there no * up or down ' to a proper floor design ? Why is an emhossed 
ornament wholly unadapted to the purposes of a floor ? Show in what two 
situations a book may, and may not, have an embossed design upon its cover. 
What is the functional purpose of Bookbinding ? Is a book rendered more 
pleasing by disregarding the practical implications of binding? Give in 
detail the particular functions fulfilled by bindings of books. To what forces 
are books exposed in use ? Give some features of Bookbindings meant to be 
' elegant * that ignore the practical object of binding. Derive and criticise 
the following principle : — If a feature be required in construction, or in any 
object, it should not be hidden, but should rather be accentuated. To what 
Art-provinces does this principle not apply ? What is the nature of those 
Arts to which it does not apply ? Do all Arts have implications of Utility 
and Stability? Give some instances of its application from Architecture, 
Costume, Ceramics, Jewelry, Carriages, Armour, Furniture and Bookbinding. 

(C 4.) — ^What reasons could you give which sustain the following piiaciple : — 
If an Art-process cannot (on account of Materials, Mode of Execution, implications 
of Use, or extraneous conditions) imitate Nature closely, it would do well to 
renounce the attempt, and cultivate some style of design springing from its 
peculiar nature as defined by Materials, Mode of Execution, &c. How does 
this apply to stained-glass windows, mosaic floors, rugs and chessmen ? Com- 
pare the above principle with the following one. If the nature of an Art- 
process (as defined by Materials, &c.) renders the attainment of a certain effect 
very difl&cult, it would do well to renounce that effect, and attempt some effect 
realisable with less expenditure of time and energy, because more fitted to its 
peculiar capabilities. How does this principle serve to distinguish the fields 
of the Statue and Statuette respectively? What two different -^sthetical 
Effects are aimed at by the Great Sphinx and Japanese Statuettes respec- 
tively ? What fitness is displayed by the burlesque or comical effect aimed at 
in small works of Japanese Art? What bearing has this principle upon 
Literature, especially that of artificial or pedantic periods ? Is the ' sublime ' 
the only Art-effect that Art-works can and should aim at ? What sentiments 
is Architecture capable of exciting ? Compare the vagueness of expressive 
powers of Music and Architecture. Within what bounds should Architectural 
Expression be confined ? What is conceived to have been the general express- 
sion of churches in the Gothic Style ? Was it the desire to express more than 
Architecture is capable of, that led Gothic architects to extend wiry or woody- 
looking shafts up the whole height of the nave, and to either crown them with 
emaciated skeuomorphs of capitals, or even to omit the capitals entirely ? Why 
should the 'expression' never lead to belieing the unductile qualities of 
stone ? Do Tapestry, Stained Glass and Sculpture ever attain to a perfect 
illusion in attempting to represent landscape, human figures, &c. ? What 
justifies the aim of illusive imitation in the case of Painting that does not justify 
it in the case of Tapestry or Wall-decoration ? What is gained by the spec- 
tator when cm Art-process cultivates an ^Esthetic Effect peculiar to itself ? What 
Arts strive to attain a total effect, and what ones cultivate separate pleasing 
effects ? Contrast a symphony of Haydn with a Drama aiming at a forcible 
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dramatic effect without any ' episode ' or beauty of language. Wherein lies the 
fitness of this differentiation of aim? Deduce from this the difference of 
effect that the Music-Drama and Naturalistic Drama respectively should aim 
a.t. How may entrancing detail recompense for the absence of dramatic 
thrill ? Apply the same considerations to Stained Glass and Painting, Poetry 
and Novels. Show that, as regards ^sthetical Effects, works of art run a 
gamut between the two extremes of (1) pure sensuous stimulation, and (2) emo- 
tional excitement. Arrange the Arts with reference to these two effects. 
Show just why Tragedy and the Novel display a particular tendency to run to 
sensationalism. Why does the Music-Drama forsake its peculiar style when 
it attempts ' the sensational ' ? Designate in detail the large sensfiwus element 
in the fabric of the Music-Drama. Point out the unnatural situation of sitn^ 
dialogue which prevents the Music-Drama from competing with pure Drama 
in illusive imitation and dramatic excitement. What is the distinction be- 
tween sensuoKsness and sensationalism? Establish comparisons between the 
Iliad and a good detective story, and show the general similarity between the 
aims of the Music-Drama and the Iliad, Enumerate all the places in the 
Iliad where delightful ' episode ' is interpolated in the midst of dramatic situa- 
tions. Why is the fine treatment characteristic of the steel engraving, un- 
adapted to a decorative effect ? What is a ' decorative effect ' as distinguished 
from the effect aimed at in reproducing some scene from Nature ? In what 
way is Decoration more conditioned than Painting ? Why does Decoration 
imply something to be decorated? Do we usually regard a painting as 
decorating anything? Why would paintings form a poor adjunct to Archi- 
tecture ? Whatsis subordination ? Does it imply one object merely ? Why 
is subordination of great importance in Architecture? What is the total 
effect of a building as distinguished from any partial effects ? What would be 
likely to interfere with total effect? In what way does a painting tend to 
confine the attention inside the frame ? Why would a number of paintings 
of different subjects placed side by side hardly give a general effect ? Is the 
effect of a painting a sensuous effect merely ? What are the aesthetic 
functions of the picture-frame and of lines framing surfaces of ornament ? What 
reference has one of these functions to the deceptively painted ceilings of some 
of the Jesuit churches in Eome ? What forms the frame of the scene in a 
theatre, and what function does it serve with regard to the atrocities committed 
upon the stage ? What does the frame of a painting tell us ? Why is the 
effect of a patch of highly decorated surface relieved by a framing surface of 
neutral hue ? Why may the effect of Decoration be felt without the same 
intensity of contemplation and of application of attention ? In what way do 
vivid effects easily catch the eye ? In what way does boldness of outline 
render observation less a task? Contrast the subtle effects of colour in a 
landscape-painting with a bold ' fret ' executed in brilliant colours ? In what 
way does simplicity of outline render observation easy ? In what way does 
a painting command a certain position of the spectator as contrasted with the 
distance and position of the spectator in viewing a temple ? Are paintings 
* deceptive ' because they do not look the same from every side ? What does 
the variability of the position of the spectator prescribe in Ornament ? Were 
perspective effects cultivated in Architecture as well as in Painting, in the Re- 
naissance period? (Of. vistas in Genoese halls and interior courts.) Will 
all of these perspective arrangements endure the test of variability of position of 
spectator ? Why can such effects be practised upon the stage ? How does 
stage scenery look from the stage itself ? Mention some of the effects which a 
scene-painter can practise through being able to control the position of the 
spectator. What is the difference of aspect of some celestial representations 
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of- the ceiKngs of theatres, &c., as seen from the floor and the gallery respec- 
tively? Can anyone expect perfect perspective for a shilling? Is the 
additional deceptiveness of the ' painted curtain ' a recompense for any short- 
comings in celestial perspective ? In what way can ornament be rendered 
effective both for an observer near at hand or one far away ? What is the 
effect of a finely executed full-tone steel engraving of ordinary size at a hundred 
feet ? What reasons are there for the exclusion of perspective from pure 
Decoration ? What kind of perspective is meant here ? In what way does 
exclusion of 'perspective' produce simplicity? In what way does a full 
background to a picture tend to detract or add to its effect ? What are ' dis- 
tracting details ' ? The Dark Ages have left to us some good examples of 
ornamentation; contemporary attempts at perspective were often ludicrous; 
what bearing has this upon the question of the suppression of perspective in 
Decoration ? Why is a good landscape-painter liable to be a poor decorator ? 
Why are artists, like the Japanese decorators, who have a good eye for pure 
decorative work, liable to be poor imitative painters ? Are Japanese artists 
unable to imitate Nature closely ? What has been praised in the representar 
tions of animals by Japanese artists ? Is the representation of single objects 
all that is comprehended by perspective ? Comment upon this statement : — 
If an artist excels in some one field of Art, he is liable to fail in attempting an 
entirely different field. Is it, in general, a surety of genius in Decoration to 
be a fourth-class painter ? Summarise all the reasons for avoiding perspective 
in pure Decoration. Give examples of Decoration that are (1) subordinated to 
the Art- work they adorn ; (2) that do not distract the attention from the total 
effect J (3) that are purely sensuous (non-imitative), and avoid 'perspective.' 
Does perspective appeal purely to the senses ? What is the effect aimed at 
in pure Decoration as distinguished from Painting ? Why is another effect 
aimed at ? How is it attained ? Derive and criticise the following law : — 
An art should not attempt even to do that which can be more effectively ac- 
complished by another method with the same expenditure of time, preparation 
and energy. Put this expression into positive form, and connect it with the 
idea of the expediency of furthering the differentiation of Art-provinces. What 
is ' conventional ' ornament ? What reason for existence has such a phase of 
Art ? How did such designs probably originate ? What is the difference 
between a conventionalised form of some object and the naive result of inability 
to represent some object ? Is the idea tenable that the origin of Art soon led 
in two directions : (1) the attempt to represent something; (2) the attempt to 
Tnake something (as weapons, utensils, &c.) ? (Cf. E 3.) Show that con- 
ventionalising is a process that would naturally arise from the various Materials, 
Tools and Mode of Execution which were applied to the execution of art- 
works. What various degrees of the conventionalising process are there ? To 
what degrees are paintings and drawings ' conventional ' ? Are the con- 
ventionalities in these cases sought-for or desired conventionalities ? Criticise 
the following definition : — Conventionalising is the procedure of expressing 
certain pleasing qualities of objects in terms of the Materials, Tools and Mode of 
Execution employed in executing the work of art into which the design enters, 
and which preclude an accurate 'imitation.' In what sense does conven- 
tionalising mean abstracting ? Is not the resulting design concrete ? What 
is concrete abstraction, as distinguished from mental abstraction ? Is an un • 
coloured bas-relief a case of the concrete abstraction of certain pleasing qualities 
of form of objects ? \V hat qualities of animals are suggested by the charac- 
teristic incised hieroglyphs of the ancient Egyptians ? Can the anatomy and 
instincts of an animal be vividly suggested in terms of the line incised in stone 
by the chisel ? Are the peculiarities of animals represented in hieroglyphs 
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' suggested by exaggerating their proportiona ? In what respect is the in- 

cisiveneaB of line of the graven granite a groag exaggeration of the outline 
suggested by the limit of light and shade or of colours ? What are some of 
the stibtle exaggerations of Painting? Is there anything immoral in such 
exaggerations ? Does it make any diSerence which lony the exaggerations 
are effected? Give some cases irom Literature. Can a design which 
suggests no representation of an object be regarded as conventional ? Give 
some instances from Saracenic Decoration. Will mere repetition render an 
object conventional ? Will it render a dedgn conventional ? Give some 
j instances from waJl-hanginga vifhich show that repetition is not a sntBcient 
I means of conrentionalisiDg, although an aid. Will repetition necessarily 
' reduce a design 'to the flat'? What is the effect of brilliant gilding 
upon a design? Do gilt and silver tones occur in scenery? Would it 
render the portrait of a king ' conventional ' to gild his crown ? What 
two ideas are usually associated with ' conventional ' as applied to ornament? 
Do the following two statements simamoriae all that ia commonly understood by 
• conventional ' aa appKed to ornament : — (1) Unlike natural objects ; (2) sup- 
pression of perspective {or reduction t^i the flat) ? Is not (2) a mere phase 
of (1) ? Does " unlike " mean unlike in particular respects ? Give a mora 
coherent and definite definition of conventional from a vride induction from art- 
works into which ornament enters. Contrast the meanings of ' conventional ' 
and ' ideal,' giving concrete instances from art-works. Is printtog an engraving 
in some highly ' unreal ' colour (as a portrait printed in yellow) a process of con- 
ventionalising or of idealising? What is the important difference between 
' conventional ' and ' manneriatic ' ? Does a conventional design in Decoration 
mean the same aa the conventionality of reeitative secco of Opera ? Does it 
mean identity of pattern ? Is there any reason why musical dialogue should 
be reduced to a manneristic form of musical expression ? Point out some con- 
crete cases from various operas of the mischievous effect of a manneristic musical 
treatment of musical dialogue. Give some instances of musical mannerisms 
that not only fail to awaken our interest but actually arrive at aggravating 
the listener. Is this reducible to a phase of neural or mental 'exhaus- 

tion ' ? (Cf. A 4.) Are mannerisms more objectionable in one Art than in 
another ? Is manneriatic recitative more displeasing than the recurrent epithets 
of Horner^ Give some manneristic features of pictures and of the stage. 
Are mannerisms more effective (as disgust -inducers) in works in which they are 
reiterated than the class of mannerisms that are not repeated in one and the 
same work (as in the paintings of some painters of the eighteenth century)? 
How many works of a painter does one have to observe before a mannerism is 
felt to be displeasing ? In what way may a single work of a literary author 
disclose mannerisms without necessitating further investigation ? How many 
lines has the Iliad ? Show that the procedure of conventionalising puts the 
artist in the position of furthering that vandy of stimulation which increases the 
horizon of Ai't-experiences. Give instances of ' conventional ornament ' that 
display ocular experiences not to be derived from the contemplation of Kature or 
of human life. Show that, while this feature in itself would justify the pro- 
cedure, the artistic Ticcessit;/ for conventionalising arises from other grounds 
entirely, (Cf. C 1, 2, and 3.) What are these ? Why are colours used 
in advertisementa (posters, etc.) ? Why are bright colours and combina- 
tions of complementary colours employed ? Why do colours appear so often 
in children's books ? What replaces the use of colour and compensates the 
sensuous pleasure of colour in illustrationa for the ' older children ' ? Are 
colours on railway switches and signal lanterns chosen for their festhetical 
. , . . chosen to mark an important c 
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tinctiMHi on ships at night P How may utility influence certain features <^ 
Art ? What effect is aimed at in the odd designs in magazine advertisements ? 
Why are vivid ' ccmiidementaiy colours ' often used in coloured posters ? Why 
can more florid ornament be lavished upon the ceiling than upon the floor 
consistently with dieir different functions ? In what direction are our eyes 
directed for the most part of the day ? Should there be any difference between 
Hie amount of ornament disposed upon the upper and lower parts of the exterior 
of a building ? What should the lowex part of a building express in general ? 
Why do the lower parts of large buildings often display larger masses of material 
and fewer and smaller openings than the upper parts ? Why is the lower part 
ot a brick building often constructed of stone ? What are some of the general 
sesthetical effects aimed at in architectural works ? What are some of the 
•* Ideas of Power," etc., suggested by works of Architecture? Why are 
amateur voices likely to give a better effect in chorus than in solos ? In what 
way do voices support each other in chorus ? In what way does singing in 
chorus tend to soften the peculiar tonal characters of untrained voices ? What 
is the difference between the effect of the oboe when played alone and in com- 
bination with other instruments respectively ? What is the difference between 
the effects of a single violin, twenty violins played in unison, a string quartett ? 
What are the means and the purpose of Music in the Church service ? What 
is the justification of the use of Music in the Church ? Is Music absolutely 
indispensable to public worship? What is the aesthetical effect generally 
aimed at in Church Music ? In what way can Music heighten the devotional 
spirit ? Compare Music with Architecture as an aid to the development of 
the proper mood for devotional exercises. Are Architecture and Music sure to 
arouse a devotional spirit in all the worshipers? Is this any reason for 
rejecting the aid of tibe Arts ? What two types of Church services present the 
estrones of opinion as to what constitutes worship ? Explain how these dif- 
ferences would naturally arise out of the nature of Beligion. What three phases 
to Beligion are there? Do Architecture and Music ensure good treatment of 
one's * neighbour ' ? Do they ensure a good logical foundation to Theology ? 
What deep-founded and justifiable part of Beligion is there besides the side of 
Conduct and Science ? Do devotional emotions absolutely require concerted 
effort for their expression ? What are the arguments for concerted devotional 
exercises ? What are some devotional sentiments that can be expressed in 
Music? Is the Creed an expression of the fedings of awe, respect, love, 
adoration, hope, courage, desire, sorrow, joy, solemnity, resignation, praise? 
Explain tie general tendency to keep sermon, creed and prayers away from any 
musical treatment? Do we in everyday life advise, or express our deepest 
convictions or intensest supplications in mvsical dialogue ? What bearing has 
this fact upon Style — ^upon the Style of Music-Drama as distinguished from 
81>di:en Drama? Is the purpose of a devotional service to put up a perform- 
ance of art-works ? To what is Art subordinate in the Church service, and 
what effect has this upon the nature of the Music employed* Explain ju^t 
why it is so difficult to attain the ' equation ' between religious sentiments and 
musical style? What does congregational worship prescribe as regards the 
ffiimplicity or complexity of the Music ? Does simple Music mean frivolous 
Music? Why is solo-singing slightly inconsistent with the aim of the Church 
service? In what way does solo-singing tend to exalt the artistic side at the 
expense of the religious side ?. In what way does solo-singing involuntarily 
excite our erUieal sense? Why is it that solo-singing tends to bring the 
personality of the singer strongly to our attention ? Why is this protrusion 
inconsist^it with the religious service ? Wherein is choral singing less incon- 
sistent ? What influence has the aim of Church Music upon the tempo, the 
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time, the general character of the Music with regard to the spirit it suggests ? 
In what way does the slow rate of singing consistent with congregational render- 
ing agree with the solemn character of the service? Why are passages difl&cult 
of execution, and a tripping measure, hardly consistent with congregational 
capabilities and sacredness of the occasion ? Does the fact that a trained 
choir or quartett can render pieces of a difficult character, alter the conditions of 
solemnity and absence of display ? Is all Music dealing with a sacred subject 
necessarily Church Music ? Is an oratorio adapted to congregational render- 
ing? Give illustrations to show that oratorios pretend on the whole more 
to be works of art than a serious expression of solemn sentiments. Does this 
mean that the Oratorio has no reason for its existence ? How does the lack of 
harmony between the music and the sentiments expressed often display itself in 
oratorios ? In what respects do oratorios reflect the period in which the chief 
examples were produced ? In what way are the many opportunities offered 
for evident vocal . display inconsistent with the sincere expression of serious 
religious sentiments? Point out some features that the Oratorio has in 
common with the Opera. Show how a hymn may be good as Mibsic ; agree 
with the manner of rendering and the solemn surroundings ; not be meagre in 
harmony ; and yet avoid all vocal display. Contrast Music for the accompani- 
ment of Dancing, Music for the, Church service, and Music as a foil for instru- 
mental or vocal display of execution. In what essential way does this display 
of execution differ from the " display of Mode of Execution " of C 2, p. 94 ? 

(C 5.) — What is meant by a multiplying process? Classify the Arts 
according to whether they display multiplying processes or not. In what 
ways can this mere fact of reproduction affect the nature of the art-works 
executed by multiplying processes ? What distinctive marks belonging to this 
type of art-works can you mention ? What would one predict a priori of the 
influence of a multiplying process upon the character of the art-works so 
executed? What is gained by employing multiplying processes in Art? 
In what respect are the products liable to be inferior to the singly (individually) 
executed work of art ? In what way are they like performances of musicMtl 
scores ? To what alterations did Turner sometimes subject his plates ? Ib 
an etching less beautiful than a drawing because a hundred etchings may -^ be 
printed from the same plate ? Is the Etching exactly the same as the Drawing 
(pen or pencil) ? Show that a ' process ' often displays certain peculiarities 
springing from its Mode of Execution which add to our Art-experiences. What 
bearing have multiplying processes upon Art as a popular feature of life ? Is 
an oil painting necessarily more ' artistic ' than an etching ? How do etchings 
and oil paintings compare in price ? Would an etching be more beautiful if 
one print only were struck off, and the plate then destroyed? What has 
given a great impulse in recent times to the development of multiplying pro- 
cesses in Art and scientific works ? To what end is the photograph particularly 
serviceable ? What service can chromo-lithography render to the history of 
Art ? Will the accurate reproduction of works of art in chromo-lithography 
to the end of illustrating books upon the History of Art, necessarily develope 
chromo-lithography as an independent Art ? Is not reproduction its true 

field ? Is chromo-lithography well suited for original work ? If photo- 
lithography (coloured) is ever developed, what will be a great field for its 
activity ? Are the chromo-lithographic reproductions of polychromic deco- 
ration in books on Art thoroughly satisfactory as regards delicacy and fidelity of 
form and colour ? What Art-monuments are in need of accurate pictorial 
reproduction in order to preserve them to Art-study ? What could photo- 
lithography, if fully developed, teach us of the aspects of natural phenomena 
that ordinary photographs will not do? In what way might Sculpture 
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become a * mtiltiplying art ' ? Is the present system of handing the execution 
in marble of the model over to a workman much superior to a mechanical Mode 
of Execution ? Would there be any particular merit in executing triglyphs 
by hand, if some mechanical mode of carving were eligible? Does the 
triglyph motive represent Sculpture in its highest flights? To what is 
Sculpture subordinate in works of Architecture ? 

(C 6.) — Give instances of the Durability of art-works. Does this mean the 
same as the persistence of an art-work as sicch, viz. as a pleasure-giving stimulant ? 
Classify art-works upon the basis of Probable Duration as entities. How can con- 
siderations of Durability influence the nature of an art-work ? Have we any 
scores of the musical parts of the ancient Greek dramas ? Egyptian temples over 
four thousand years old can stiU be seen with the vivid colours of the ornament. 
Why have we no means of hearing the ancient Egyptian Music, viz. what is an 
essential difference befween Architecture and Music? If you wished to 
leave a work of art that people could still experience in 7000 a.d., which Art- 
department would you resort to ? Would ^e probably enjoj/ the Music of 
ancient i^ypt, if we had the means of hearing it just as it was rendered ? In 
what sense may Music be preserved ? If we had any specimens of Egyptian 
notation, why would they probably remain as musical hieroglyphs for us ? Why 
will a musical notation not insure revivability of that of which it is the silent 
symbol? Make out a list of all the musical instruments we have accounts 
of, that no longer exist. What changes in the construction of horns have 
taken place within the present century ? In listening to old Music played 
by a modern orchestra, are we sure that we are experiencing exactly the effects 
as originally played ? In what way may the tone of a particular kind of 
instrument vary among different examples ? What is the result if an 
architectural design is not ' carried out ' ? What is an essential difference 
between the effect of an architectural design and the effect of the completed 
building ? Have you any idea how ancient Greek Music sounded ? What 
has been said in praise of Greek Music and Painting ? Trace the historical 
development of musical notation. What two purposes (at least) does a 
notation serve as regards Music ? What purpose does the ' signature ' serve 
in notation ? If we employed a different instniment for each ' key,' would 
there be any necessity for a ' signature ' ? How is this idea applied in some 
modes of reading Music? Explain why the mind can easily carry out a 
melody, whatever initial tone be assumed. Transpose some piece written in the 
key of five flats to the key of C, and notate it in this key. May the ' signa- 
ture ' be validly regarded as a gradually evolved method of avoiding the frequent 
use of the sharp and flat signs throughout a given piece of Music ? Why is 
the signature sometimes altered during the course of a * movement ' ? Would 
the present system of notation continue to serve if the ' absolute scale ' were 
adopted ? How would such a change influence ' enharmonic progression ' ? 
What is said of Berlioz's Music in this connection ? What is the connection 
between ' enharmonic progression ' and continuity in the Music of the Music- 
Drama ? As a question of theoretical Durability, which one of the ancient 
Styles of Architecture is best fittec^ to endure the ravages of natural agencies ? 
Which Style offers the least opportunities for erosion ? Which Style best 
shelters its more delicate parts ? Compare the lintel and arch systems as to 
their enduring qualities. What accounts for the good state of preservation of 
I^ptian temples ? What really destroyed the Parthenon ? What part 
of the Grecian temple has perished in all cases ? Why is it so difficult to 
explain how the Grecian temples were lighted ? Were the temples in Sicily 
and at Paestum built of granite ? Have we any remains of the timbers used 
in the construction of houses in Pompeii ? From what did the buildings of 
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ancient Borne suffer so terribly ? To vrbkt does the Pantheon owe its pre- 
servation ? Which Style of Architecture would probably insure the longest 
life to a large building, with ceiling of stone, if coarse sandstone were used ? 
Which of the orders of Grecian columns is most impregnable against natural 
erosion ? To what does the ancient diurch of St. Sophia in Constantinople 
owe its preservation ? What has it had to contend with ? Have we any 
remains of ancient Chmese temples? Oive instances of the longevity of 
art- works of all kinds ? Is this the same as the persistence of an art-work 
as a pleasure-giving mode of stimulation ? Classify art-works upon the basis 
of their Probable Durability. How is it possible for such a factor as Probable 
Longevity to influence the Style of an art-work ? (Cf. p. 129.) In what way 
do implications of Durability influence monumental art- works ? Is Durability 
a factor of the Style of out-of-door monuments as distinguished from indoor 
monuments, and of e^rterior Decoration as distinguished from interior Deco- 
ration? What are some devices for insuring to a monument durability 
in its battle with erosion, etc. ? Give concrete instances of choice of Materials 
and of Modes of Treatment. What emotions would you embody in Lyric 
Poetry to insure its appreciation two thousand years hence ? At what rate 
are emotions changing ? Will the boy of 4000 a.d. be able to read Browning 
without a dictionary? To what two kinds of change is language chiefly 
exposed ? Why is the Iliad still read with pleasure ? Will it ever cease 
to be interesting ? Which will people Still enjoy most three thousand years 
hence — The Iliad or the Venvs de Milo ? Compare the persistency of Grecian 
Architecture and Literature in their effects. Would the failure to decipher 
the Egyptian hieroglyphs have prevented our appreciating the Egyptian 
temples in respect of Architectural Efiect ? What is a difference between 
the conditions of persistency of works of Architecture and Literature re- 
spectively ? Does Architecture have to be translated into ideas before it can 
be enjoyed ? Are changes in man's emotional nature destined to affect the 
enjoyment of relics of Architecture ? The Forum of old Home lay buried for 
centuries. Will the Houses of Parliament ever have to be exhumed ? 11 
Vesuvius again covered Pompeii with ashes, would the fact be soon for- 
gotten ? Troy is now being exhumed. What outlasted it and led to its 
excavation ? Does History owe much to Art — to the Fine Arts ? Have we 
any of Homer's maniiscript or his signature ? Did Milton sing his Paradise 
Lost ? Events have happened, cities have perished, men hecome dust. What 
is that which persists while brains rot ? Can emotions be preserved ? We 
have no photographs of Adam. Why would we object to seeing him re- 
presented with seven toes ? How is it that ^form can persist while materials 
change? 
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XJ) 1.)— What are some of the meanings of the word Style ? There was a 
time when Shakespeare's plays were ' out of Style/ Did this mean that they 
did not display a Style ? What is the difference in meaning between Style, 
FoAian and Mannerism ? In what way is the Style which a particular art- 
work displays associated With the problem of the limits of the Art-department to 
which the work belongs ? Criticise this statement : — Style is the outcome of 
the recognition of the natural limits of an Art-process and its purpose. What 
feature of life would be likely to forcibly suggest that Taste is a very changeable 
quality ? Can you assign any causes for the somewhat startling changes in 
the * Styles ' of costume from year to year? Would you say that a particular 
hand-organ displayed a Style because it never varied its ripertoire ? Show that 
Style and Mannerism could hardly exist together unless the artist treated exactly 
the same theme over and over. Why are mannerisms in form of expression 
so displeasing where sincere feelings strive for expression? Distinguish 
between conventional, traditional and manneristic, and give instances from 
each Art. Illustrate the point of the influence of Division of Labour upon 
Art-execution by a statement of what would probably result from the complete 
differentiation of the designer and maker of vases with reference to (1) the general 
shape of the vase, and (2) the design applied to its surface ; (3) the agreement 
or disagreement between the two. Why are horizontal mouldings and simple 
indentations so well adapted to the mode of execution of vases ? Is the result 
more harmonious if these are elaborately designed on papor first ? Compare 
the following tendencies of modern times : — (1) The tendency to use paper and 
pencil under all circumstances ; (2) the tendency to cultivate the production of 
art-objects which no longer have any use merely to put in cabinets ; (3) the 
tendency to suppose that it is perfectly capable to do off-hand anything that 
past ages accomplished, without any thought whatever of the long development 
and peculiar conditions of the past that may have made the cultivation of the 
particular Art possible. Try to draw a distinction between the naive and 

natural way in which Arts developed formerly, and the self-conscious and forced 
methods of development of later times. Contrast Keramics among the 
ancient Greeks with European porcelain of the last two centuries. What 
subtle influence is exercised upon Arts which spring directly out of useful 
objects by the actual use of the objects in daily life ? What subtle influence 
is exercised upon an Art, to have it develope slowly in the hands of the 
workmen engaged from day to day in making the given objects one generation 
after another ? * What conditions are likely to be overlooked in attempting 
to force the growth of an Art? What were the conditions out of which 
Sculpture developed in Greece? Contrast the development of Eenaissance 
Architecture and Classical French Drama with the development of Architecture 
and Drama in ancient Greece. What is the danger underlying a Benaissanee 
or a BevivaJ ? What great difference is there between the knowledge of an 
ancient people gained from recovered monuments, and the attempt to transplant 
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their Arts to a different soil? What is the difference between the slow 
natural progress due to a growth, and a quick forced creation as the outcome 
of a desire to display knowledge or ability to excel ? What is meant by 
the expression * a true artist subordinates himself to his work ' ? Does this 
hold of opera singers as a rule ? Did it hold for the architects during the 
Eenaissance Period? Was Eaphael a Tapestry weaver? What feature of 
his noted designs for Tapestry indicate that he was a painter? What does 
it mean to humbly submit oneself to the natural reactions of a Material upon the 
Tools in a certain mode of execution ? Ought the one who makes designs on 
the surface of a vase to be another one than he who makes the vase ? Discuss 
this assertion : — An Art runs danger whenever Division of Labour leads to the 
execution of a design in other ways than that of dealing directly with the actual 
Materials and Methods employed in making the work itself. Apply this idea 
to the making of designs for houses, temples, vases, rugs, glassware. An 
ancient Greek might be pleased with George Eliot's curls, and disgusted with 
her novels. Can you prove everything by Aristotle ? What would Haydn 
have said to Chinese Music and Chinese pigtails respectively ? What would 
a Persian faience painter of the seventeenth century have said of l^ompeian 
wall-decoration? Was the French gentleman of the seventeenth century 
lacking in courage because he chose to appear in sUk and lace in the drawing^ 
room ? Why does he appear decadent when represented a la Watteau ' pic- 
nicking ' on the lawn in the same costume ? • Was this a " return to Nature " ? 
Why is the part of an ancient Eoman played in this costume more shocking 
than if the costume were that of the Crusaders ? What are the associations 
of the toga that render it unsuited to application to the figures of noted modern 
statesmen and generals in monumental Sculpture ? What is fitness in costume, 
and what is meant by the ' expression ' of costume ? (Cf. pp. 63 ; 98.) Why 
is the canvas of a landscape painting stretched upon a frame instead of being 
allowed to fall in folds ? Why cannot a cloudless sky be well rendered in 
marble has-relief? Why would a starched toga be unsculpturesque ? Why 
is it expedient to decorate a large expanse of wall-surface of a uniform hue ? 
What is the artistic value of the grain to woods ? Does a real draw-curtain 
of a pleasing hue need to be decorated with a design ? Discuss the artistic 
effects of folds and drapery ? Why does a wall of ordinary dull-coloured 
stone look more interesting if the blocks are left " undressed," while variegated 
marble is better polished ? 

(D 2.) — What is an absurdity sometimes displayed by a painted or printed 
ias-relief extended as a frieze around the inside of a room ? What objections 
are there to cultivating the imitation of bas-relief in Painting ? Is this the 
same as a Painting representing a temple with its sculptures ? Wherein lies 
the attempted deception in one case ? Do Paintings require an illumination 
by direct sunlight to be effective ? What is the difference between a bas- 
relief in marble on a bright day and on a gloomy day ? Why is this ? If 
you were rash enough to choose landscape for depiction in bas-reliefs what kind 
of scenery would it be better to choose — mountain, plain or marine ? Why do 
.travellers often put themselves to trouble in order to get a view of mountain 
scenery by sunrise or sunset ? Draw a comparison between mountain scenery 
and bas-relief Would a multitude of little gas-jets distributed over the 

^surface of a Greek temple offer a good illumination ? Where would you place 
,a lamp in order to bring out a bas-relief well ? Why should not the ' flutings ' 
of a Doric column be erased, and the shaft left round and smc(r)th ? Why are 
bright gold and silver poor materials for bas-relief effects ? In what way does 
surface-reflection interfere with the 'light and shadow' effect of bas-relief? 
What sense is there in attempting an effect that you prevent ? What is the 
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difference, for Art purposes, between mjrgecl mountain scenery and barren rolling 
hills? Which of these two kinds of sooner^' can least ondun? the absence of 
vegetation ? If canvas and paints were j»iven to one artist, and j»aiK»r and 
pencil to another, how might they l)cst divide between tlieni two phases of 
sceneiy — (1) bare rugged mountain scenery, and (2) wo«Klcd hills in autumn — 
that both results might be the best possible? How wouhl tlit-y distribute to 
the best advantage the motifs, (1) Cicero on the rostrum, and (2) Queen Kliziilieth 
on her throne? — male and female mtnlels respectively? Why do we greatly 
admire Grecian statues of Zeus, and smile at the representations of the Deity 
upon Gk)thic cathedrals ? Why is the idea of an angel difficult to emlnxly in 
stone ? — a balloon ? Why is an efligy n»j)resenting an ea;^le more fitly execut(Hl 
in bronze than stone ? What is the ' expression * of a tmng ? Wliat are its 
qualities as distinguished from a slab of st4me ? What preliminary course 
would best prepare one for appreciating Style in art-works, and for studying the 
subject of Style ? What would * laboratory * mean in this case ? What has 
Style been found to depend upon in a number of cases considered ? What 
fault in the methods pursued by designers has been found a cause of the absence 
of Style in their works ? Can the basis of Style in any particular Art-field be 
defined without a knowledge of the Materials, Tools, Mode of Execution, etc. 
employed in the execution of the art- works of that particular field ? What 
features of the Style could be predicted from a knowledge of the essential nature 
of the particular Art, as for instance, the difference between the psychic qualities 
of Music and Painting ? Enumerate some art-works in various fields that 
are notably devoid of Style, Why would these works probably furnish a 
valuable clue to the nature of Style in general ? How can positive qualities 
be divined from their absence in works ? Can you refer the absence of Style 
in these works to the mode of procedure in their designing ? What were 
some of the conditions under which these works arose which might have caused 
their lack of Style ? Does a ' designer * always execute the works for which 
he furnishes designs? If a landscape-painter were commissioned to make a 
design for a rug, would the finished work probably display the Style i^eculiar to 
a rug ? If a painter painted a design for a state house, would the building (when 
finished) rank high as Architecture? (Cf. skeuomorphs of Architecture, p. 121.) 
What would probably be the design for a mosaic pavement furnished by a modern 
tile-painter? (Cf. the * windmill * artists of Holland.) What does the phrase 
' division of labour ' mean when applied to the execution of art- works, and what 
is likely to be the difference in the results of its application to the Fine Arts and 
Manufactures respectively ? What bearing have these considerations upon 
the problem of the causes of deterioration in Art ? What is likely to result 
from a complete differentiation of the one who designs from the one who executes ? 
Does this apply with equal force to the composition and performance of sym- 
phonies? Why not? What was the possible origin of Music? Can 
you discern a tendency in Art-methods to form a tradition which sometimes 
continues long after its reason for existence has vanished ? How can this 
become the cause of a lack of Style? Give instances. Why are the 
following practices not commendable:— (1) The manufacture and use of applied 
fringe; (2) porcelain tassels; (3) buttons used as ornament; (4) solid stone 
vases ; (5) balustrades used for ornament and screens ; (6) turrets used for orna- 
ment ? Why do Architecture and the Small Arts offer so many permanent 
possibilities of tJiose unfitnesses which militate against Style ? What are the 
practical implications of these Arts that do not exist to the same extent for other 
Arts ? Was the chief fault of the Eenaissance Style of Architecture due to 
this practical factor being ignored ? Derive and criticise this principle : — 
When a human body is represented in a posture of unstable equilibrium, some 
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adequate prop or support should be displayed to aatisfy the mind concerning 
suggestions of stiain or of falling. What gives an air of repose to the river 
gods as represented in Sculpture ? (Cf. Tiber.) Does the above principle apply 
to bodies in action ? Wliat is the effect of the strong right arm in the figure 
of the so-called 'Dying Gladiator'? What ia reprehensible about many 
" Atlases " and stooping giants employed as caryatides in Architecture ? Why 
does almost everyone gladly excuse the expedient of caryatides in the case of the 
Ereehtlidon in Athens ? Why would a half circle of human forms in con- 
tortions with interlaced lege and arms forming a supporting arch be a striking 
but highly reprehensible decorative motif ? Why ia a display of stTain incon- 
sistent with the qualities of atone? Why do columns with twisted shafts 
belie the physical properties of stone ? (Cf. cloister of St. Paul-outside-the-Walla, 
Eome.) Is stone flexible or elastic, or capable of meeting a considerable 

cross strain? We may enjoy watching an athlete perform feats of strength 
for an hour, but is it pleaaant to watch a man attempt to hold out his arms hori- 
zontally for ten hours ? What made the ' stocks ' and ' pillory ' such effective 
modes of punishment? Why is a scene from the torture chamber of the 
Inquisition not fitted for artistic purposes ? Does this mean that no excellent 
lessoTis might be learned from such a picture ? Show that, accurately speaking. 
Style is purely an idea, and is really displayed by no work of art. Trace how 
the idea of Style may be arrived at inductively from the observation of works of 
art. If Style is discernible in works of art of all kinds, what reason for its 
existence do you find ? Can you remark any function which could be per- 
formed by an arrangement which may be termed ' stylistic ' ? Can yon see in 
Style a device demonstrably adapted to our sense-organs and mind ? Are 
works of art that display Style more effective than works not displaying it ? 
What is the final resnlt of perfect agreement between subject-matter and mode 
of treatment as contrasted with lack of agreement between suhject-m alter and 
expreasioQ ? Apply this idea of fitness of form of expression to subject-matter 
to Literature, and give examples from Poetry. Can you give sufficient 

examples from Art as a whole to show that such a fitness or unfitness can by 
itself be a cause of pleasure or displeasure apart from the admirable qualities of 
either factor? — in connection with them ? Is fitness a sensation ? Can the 
ideas of fitoess and unfitness give us pain or pleasure ? Is fitness a work of 
art ? Show from Music that the pleasure we derive from tones depends 
largely upon the way in which they are associated, so that four tones, pleasant 
enough in themselves, may produce a very unpleasant effect by being sounded 
together. Does this apply solely to haTinony? What ia the basis of 

melody ? What are some arguments from Biology for the idea that Differ- 
entiation once started, and taken notice of by Nature, tends by the guidance of 
natural selection to go to the farthest point justified by survival ? What 
reasons are there for supposing that the stru^le is fiercest between the nearest 
allied species or varieties or individuals ? Does Art display any such phe- 
nomena of difiereutiation ? What reasons could you give why any ditt'ereucea 
between the departments of Art should be furthered and not hindered ? Can 
you justify a highly differentiated state of the Arts in that thereby there is 
furthered a variety of modes of stimulation which has been noticed aa a feature 
of Artrenjoyment? After having remarked the fact that there are certain 
differences among various Arts, and justified these differences, and suggested the 
cause of the genesis of the differences, there arises the question — to what are the 
differences to be attributed ? What does an Art-field and its limits mean, and 
how may they be defined ? Try to give a clear statement which will satisfy 
all these questions, and formulate a mode of procedure for defining the field of 
any Art. What connection is there between the idea of an Art-proYinc@ ^ ' 
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the idea of l^yte ? What must be given before a particular Art-field can be 
defined ? Upon what may an Art-field in general be said to depend ? What 
object is there in defining an Art-field ? What object have definitions in 
Chemistry ? (Of. acid, salt, base, etc.) Have the terms employed in Chemistry 
never changed their meaning ? Does this prevent the formulation of defi- 
nitions? Does it render it altogether inexpedient ? What can you say for 
and against the following method of procedure for defining an Art-field :— 
Differentiate the particular Art from each and every other Art, from the stand* 
point of Materials, Tools, Mode of Execution, Function, iElsthetic Effect, Psychic 
Qualities, etc. ; get a mean of these differentiations, and formulate it into a 
definition of the field of Art-activity required ? What check for verification 
does a consensus of feeling offer ? Try the above method by applying it to 
each Art-province on the list. What are simple Arts, and what are compound 
Arts ? Show that a compound art-work may be simpler than a simple art- 
work. Apply the ideas 'differentiated' and 'integrated' to explain the 
meaning. What object has the association of two or more Arts, each capable 
of a separate flourishing condition ? What is eumvlative stimulation of sense* 
organs ? Consider the effect of an association of ' tones in harmonic effects ' 
as a compound Art Is it possible to feel two sensations at the same time ? 
Are we conscious of one tone only in a chord ? Can a close succession of 
sensations be regarded as practically the same as being conscious of two sen- 
sations at one time ? At what rate can sensations succeed each other in the 
mind ? In what sense does the contemplation of a picture repeatedly for a 
considerable period constitute a compound Art ? Wliy is a verse of Poetry 
sometimes attached to a Painting ? What is association of works of art with 
our own emotional experiences, and how may it sometimes produce an effect 
compounded of Painting and Poetry, etc. Give some personal experience of 
this. 

(D 3.) — ^What is the difference between the Axt-Ideal for serious and comic 
effects respectively ? What connection is there between the problem of the 
lekdl and that of the nature of 'Gracefulness* and Repose? When do a 
person's actions impress us as serious, and when as comic? Why do the 
actions of children and of young animals in general strike us eis funny? Is 
there anything amusing about a small crystal or an immature plant? If 
grace and comic effect depend upon action, the lowest forms of Ufe in which 
there is visible motion ought to present amusing features. Do the AmetbcR 
excite our laughter ? Does this feature of actions depend upon size of organism ? 
Why do the actions of human beings offer so many ' permanent possibilities ' of 
being ludicrous? Are not ludicrous phases in the actions of ^T^imalft 
(c£ domesticated animals) usually referable to suggested human acts ? Must 
the actions be palpably directed towards an end? Must they attain their 
end ? Must the animal possess a ' brain ' in order that its acticms may be 
funny? (Cf. ineffectual movements of frog with nervous centre removed.) 
What is the nature of actions which attain their object, and of actions which 
fiedl to attain their object ? Are a child's ineffectikl attempts to accomplish 
some end laughable if they lead to the serious injury of the diild ? What are 
two meanings of serums? When may actions be said to be adapted to bring 
about the effect aimed at^ and when not ? Why is our judgment of the fitness 
in such cases so keen? Has the outward form of an annual anything to do 
with its ability to accomplish certain ends through actions ? Have we die 
ability to conceive anticipatory unfitnesses? Why is the abnormally 'fat 
man' often the object of pleasantries? Must he actually attempt some fea^ 
of agility in order to cause a comic ^ect ? Does Sculpture deal largely with 
abnormal human developmaits ? Why is the fat mandarin a common subject 
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of Chinese and Japanese statuettes, etc.? Is the exti*emely emaciated man 
laughable? Are the movements of an emaciated child amusing? What 
are some of the characters of the infant offspring of all mammals ? Why is 
so much stress laid upon the weight of infants ? What is the general charac- 
ter of the movements of the young of all vertebrates ? What is the effect of 
' training ' upon the weight ? What is the object of severe training, and what 
is its effect upon the movements of the athlete ? In what sense is childhood a 
long period of ' training * ? What practice is necessary before we can easily 
adapt our speech and actions to the complicated exigencies of life ? Why is 
the enfant terrible such a feature of the 'funny column' of papers? Is he 
not a real feature of everyday life ? Why would it be expected a priori that 
the sayings and acts of children would present many unmomentous * unfitnesses ' ? 
How many years on the average are spent by the individual in acquiring the 
ability to adapt himself to his environment ? Are there any differences in the 
phases of comic ' unfitnesses ' as portrayed in the various Arts ? Are there 
any Arts which seem unable to present any direct ludicrous features ? Is this 
the case with pure geometrical Ornament and with Music ? Would you expect 
Painting and Drama to present exactly the same phases of the Ludicrous? 
Can Painting be said to pay more attention toistaticcd features of the Ludicrous, 
and Drama to comic events and acts ? Upon what ' unfitness ' is the pictorial 
caricature based ? What phase of unfitness does the animal-fable present ? 
What is the probability of character of the animals underlying the impossibility 
of situation of a speaking dumb-beast ? Would a speaking animal be a case 
of unfitness to the chUd-mind? Is there a certain degree of training necessary 
for the appreciation of the Ludicrous ? Does this consist in laying the basis 
of the Jit in order to be able to recognise a case of ' unfitness ' ? Does the 
appreciation of the Ludicrous presuppose a power of reasoning ? Does the 
recognition of the unfit require a mental comparison and judgment ? Some 
animals are said to be able to reason. Do they display any appreciation of a 
joke ? To what extent does Literature take notice of the ludicrous unfitnesses 
of conduct (action and speech) in society ? What is tact ? In what way 
can a power of reasoning lead to the avoidance of many of the laughable ''things 
that would have better remained unsaid"? How can the mind anticipate 
effects ? Why is embarrassment so associated with such occurrences ? What 
is the condition of mind denoted by embarrassment ? Is it one fitted to adapt 
the individual to his environment ? Give some instances from ' farces ' of an 
artificial course of circumstances, or situation of some intricacy which compels an 
unmomentous (viz. in consequences) act of volition. The compulsory act of 
volition under intricate circumstances is a feature of tragedy. What is the 
difference between tragedy and comedy in this respect ? What are some of 
the general moods attending the contemplation, hearing and perusal of art- 
works? Does the follo^ving list represent the chief ones: — (1) Sublime, 
(2) Comic, (3) Pathetic, (4) Bitter, (5) Angry, (6) Satisfaction. Why does 
Sculpture seldom make us cry? Does this tend to show that a factor in deep 
emotional effects is a certain degree of realism in the portrayal? Does 
Painting, with its advantages of colour, attain this effect often ? What is the 
difference between sublime Poetry and pathetic Prose? Do these phases 
represent two natural fields of these Arts? Does Statuary often aim 

at the ludicrous effect ? What is the effect of statues about us which present 
the body in violent movement? — in painful attitudes? Have you personally 
observed any effects like these :— (1) An uncomfortable effect ; (2) an ultimate 
disregard of the existence of the statues or statue-groups ? What is the 
difference between Poetry and Painting in regard to the portrayal of the XTgly or 
the Painful ? Why can the Ugly (unpleasing in form or character or action) 
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pli^amiic&gEiBBlierpirtinlhminaindtteXo So^)|^i>e? 

Whttt is die diflmwine, betw^aea a passing pbasft of XTgtiiidss or I>«iii» «vi4 tih^ 
impRSskni <tf a peipetoal stram or phase ^ U^imss? Ai>6 pai&fftl <)<^ih«^W 
aeenes good niodT^ for Paindz^, Scalptove and Mxisic ? I>o x«praM«it4a^'4i;$ 
of pliaaes of U^mess appdar in Architecture to any great extont ? Wliat iii 
the effect aimed at in gaigoyles ? FraoM a thecmtioal Uw of t^ «)ct«iit to 
which the Ug^y and Fainfiil ooght to enter into the treatment of tmious Attd? 
What is attempted in the following fandfnl oanons: — The Ugly luid IVuniVail 
may enter to a certain extent into (I) Arts of a * passing ' nature ; (^2) tt^t^pt^ 
aentatiTe Aits ; (3) Arts where it is required and tiiun^hed over; (4) Afts >9rit)i 
beauties of idea whidi o&et the concrete U^y« Define all the terms in the 
above canons. 

(D 4.)— In what way may the design of wall^eooration diflfer oonsist^nU^ 
firom ceiling- and flooTHlecoration ? In what manner may the omameniM 
design differ for flow, ceiling and wall, such that the decoration would oeasM to 
be consistent if the room were invertedy via. the ceiling became the ft\V>ry 
What c(»responds to vertioality in Music? If all the chords in a \vieod of 
Music were ' iuverted,' would die musical efiect be the same ? Whioh vm^ 
must English and Arabic in print be read respectively ? From what ix^int iH 
yiew (position) is a book designed to be seen from the outside and iu^de 
respectively ? Should there be any * top or bottom ' to a posta^ «taiup ? 
Can the Ornamentation of the outside and inside of a l>ook differ cv>usistf>uUy ? 
What kind of paintings lose least of their a^thetical efiect by l>eittg * inverteil ^ ^ 
Which one of die three following pictures would be most pleasant to couteinplato 
when inverted: — a landscape in steel engraving, a portrait by /fewtftmif^^, «k 
painting with figures by Titian ? Wliat sliould be tlie charactor of a di^igu 
for wall- or floor-decorations that its effect cannot be snoiloil by the window^ 
chairs, ete., which obscure a pwt ? Do paintings tolorato ' |>artial viowa * V 
What would you understand by ' the dramatic unity of a i>aintiug * P WoiUd 
the stage be effective if the central part were hidden b^ a ourtaitt? Whdt 
does Central Point mean when applied to the pictures displayed by the ata^^o ? 
Why should the Central Point of interest lie within the litiiits of tho «t4^(e 
'frame' in the case of the Music-Drama ? Is tins a similar case to tho itiolu* 
siveness of the metope in the Doric Stylo ? Why is the doi^oriiUoii of tho 
ceiling of the Sistine Chapel so difficult to see ))roi)o.rly? Wan Miohaol 
Angelo primarily a decorator? Why does a painting (as distingniMhod fi*otn 
decoration) require a closer inspection in order to approciato it thati a Mitnttio 
decorative design does ? Do people naturally place a painting on tho ooilittg 
in order to see it well? Why cannot a picture do fully ctijoyod by looking at 
it placed upside down, and why does it make very liltlo diflforonoo from wlmt 
point of view a purely decorative design is seen ? Hho\ild walU, lloor« and 
ceilings be destined to be seen from one point of observation only ? If 
M. Angelo had been commissioned to make designs for Hiainod uIuhh wlndowM 
destined for the clerestory windows of a lofty Gothic nave, what might havo boon 
the fault of the window when in place? Would horizontal monldlngii or 
vertical flutings be the more effective Style of Decoration for tho North I'olo? 
Are horizontal mouldings less effective in the polar than in tho O(|tiatorlal 
regions? Why? Why are mouldings less effective by diffumjd than by 
direct sunlight ? What is the effect of (facade of) the British MuMouin during 
a fog ? At what time of day may the Grecian tomplo be sunnofH^i to havo 
been most effective in respect of ' light and simple ' effects? May tho M<nj||)- 
tured ornament in the interior of a Gothic Cathedral differ consiittontly from that 
of the exterior? Why? Egyptian tombs display an interior decoration. 
What is its nature, and in what way is it suited to its situation and the niaterial ? 
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Were they lighter!? Why does painted decoration depend less upon tlie 
direction from which the light comes than sculptured decoration ? Does a 
painting require direct sunlight to bring out its light and shade effects ? Why 
are the stained glass windows of a cathedral effective on cloudy days even ? 
Would the Grecian temple be more effective i£ iUuminated by twenty uniformly 
distributed suns ? Can finer and more delicate effects in carviog he attempted 
consistently in bright cHmatea than in gloomy regiona ? Why ia white 
marble so admirably fitted for Eelief-Sculpture ? What would he the effect 
upon the relief-repreaentation of colour and veining in coloured mai'hiea ? Does 
slate-coloured stone give aa good light and shade effects as wliite marble ? Is 
highly polished grhnite favourable to delicate chiaTosnira effects of reliof work ? 
What makes mouldings on buildings effective ? How does the effect of a 
building by moonlight differ from its effect by direct sunlight? In what 
respect does moonUght tend to bring out the general effect of a building as dis- 
tinguished from the detailed effect by sunlight ? Compare the process with 
that by which the main oiitHnes and general tone of surface decoration develope 
as it is farther and farther removed from the spectator's eye. What is lost 
and what is gained by moonlight illumination, and why ? Why does a broad 
black line outlining a figure reduce the design 'to the flat'? In what two 
f^ays does the 'leading ' (leaden settings) in a stained glass window add to its 
Beauty ? Enumerate several distinct ways in which a design may be ren- 
dered "iconventional"? What is the effect of ' projecting ' a leaf or a lion on 
a flat surface ? What makes a chessman conventional ? What devices for 
rendering a design conventional are discernible in ancient coats of arms ? If 
the outline of a Hon he filled in with green pigment, what is the effect ? What 
tends to conventionalise designs when they are executetl by sewing together 
pieces of cloth, as in a flag or banner ? Draw a clear distinction between 
ornament which ia npon a surface, and ornament which attempts to deceive the 
observer as to the nature of the surface or the structure of which it ia a part. 
Give some instances of ornamented construction as distinguished from constructed 
ornament. How can ornament accentuate construction, viz. make the con- 

structional function clearer to the eye or mind? Why does a design in pure 
Decorative Style not require a "frame" as a picture? In what respect may 
framed ornament consistently differ from ornament which is not framed or 
enclosed ? 

(D 5.) — ^Why ia landscape particularly unfitted^as a wio/j/ for Tapestry designs? 
Describe the Mode of Execution of fresco paintings, and sliow how their designs 
approach nearer to Tapestry Style than easel paintings. What ominous meaning 
have the " delicate and complex effects of landscape " for tapestry or stained 
glasawork ? At what rate must/reaco paintings be executed? Show clearly 
the very important difference between nearer and remoter perspective effects for 
an Art hmited by its Mode of Execution as tapestry or stained glass. What is 
aerial perspective ? Did its appreciation and realisation in painting develope 
out of tapestry-weaving or stained glass manufacture ? Why are dinner- 

plates not square in outline ? Is a vase of square section suggestive of the 
peculiar Mode of Execution of vases ? How would a bronze vase be made ? 
Are plates now made by the primitive wheel of the potter ? What ia alike in 
the processes of wood and metal turning, and the use of the ichecl in pottery 
manufacture ? Wherein lie the differences between the so-called Sti/les of 
Architecture? Do the differences consist merely in certain differences of forms, 
proportions, etc. appealing to the eye? How has it come that Architectural 
Styles aiB recognised as something more than a merely pleasing combination of 
lines upon paper ? What does Anatomy mean in the light of Physiology ? 
What can modern examples of attempts to rc-vive ancient Styles tell us about 
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the error of assuming that Style goes no deeper than superficial forms ? What 
has a tendency to prevent Architectural Styles from obtaining in a state of 
formal purity, viz. as definable in words and figures, over any large area ? 
How do theoretical proportions of columns, etc. tend to vary imder the influence 
of change of Materials, and differences in the practical applications of the 
buildings ? Whatever generated the idea that a Style could be comprised in 
some wall-charts and tables of proportions of the various features, so that all the 
practising architect needed^to do, was to copy some of these features, repeat them 
until he was in possession of a facade, and then plan the rooms to fit this fa9ade ? 
Give some instances from the buildings about you of the use of * forms ' (the 

* letter ' without the ' spirit '). 

(D 6.) — ^Why is the field of Sculpture as a separate Art a very limited one ? 
What recompense for its limitations does it enjoy ? What are the qualities 
which give Sculpture a lofty position among the Arts and yet subject it to 
limitations ? Discuss Sculpture as an imitative Art — as a non-imitative Art in 
connection with Architecture (Decorative Sculpture). Show how remarkably 
Sculpture is distinguished from the more strictly imitative Art of Painting, and 
from the dramatic field of the Stage, as well as from the pure non-imitative 
Arts. Compare and contrast Sculpture with Music having an emotional character. 
From what properties of the Art of Sculpture do the considerations of repose 
arise ? In what way is Sculpture prevented from consistently occupying the 
Dramatic field ? WTiat are the disabilities arising from Material, etc. which 
prevent Sculpture from doing all that painting can ? What prevents the 
field of Figure-Sculpture from being classed along with the field of pure ornamen- 
tation ? Can you show that Sculpture, from its very nature, can attain to too 
close imitation to be ranked among the Decorative Arts, and too little to rank 
with the Imitative Arts ? Attempt an exact and clear definition of the limited 
field of Sculpture, passing in review all the specialised faculties of the other Arts. 
What would the term Romanticism mean applied to Sculpture ? Show how 

our customs and accompanying sentiments tend to prevent us fully appreciating 
a Sculpture of the nude, and how, at the same time, our costume tends to suppress 
a Sculpture of the draped figure. In what respect is Bust-Sculpture a very 
limited Art ? What value, not identical with Art-ends, has the portrait-Jmst ? 
What may be learned from the busts of the Boman emperors ? Wherein does 
this historical and archaeological value run counter to a treatment of the bust as 
an art-work ? What would probably be some differences between two busts 
of a subject, executed in deference to the two ends of * fidelity to Nature,' and 

* sense of Beauty/ respectively ? What tendency in criticism at the present 
time tends to prevent the bust from becoming anything more than a portrait ? 
Draw a contrast between a portrait-bust, and an ancient * head of Zeus.' Can 
you show that the subtle traits of character displayed by a modern intellectual 
face conflict with the Style of Sculpture ? Spectacles sometimes serve to accentu- 
ate the mental traits of the person wearing them. Should they not then be 
included in a portrait-bust ? Would they add to the symbolism of a bust of 
Athena ? What relegates Sculpture to the side of Nobility rather than the 
Ludicrous, the Simple, Lowly, or the Pathetic ? What relegates Sculpture to 
the field of formal Beauty rather than the emotional field ? Through what 
chain of reasoning could you arrive at the conclusion that the fittest field for 
gesture and facial expression is the Stage, and not Sculpture or Painting? 
Would it be well to depend upon the effect of subtle facial expression in bas- 
reliefs, adorning a temple or church, somewhat removed from the observer's eye ? 
Apply the same considerations to the stained glass windows in churches. What 
should be the effect aimed at in the designs for the glazing of the windows of 
the clerestory and the apse in a large cathedral ? In what essential respect 
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may the design for a circular (rose) window differ consistently from that for a 
rectangular window ? Is the effect of a bust the same, whether it be lifo'Size 
or one inch only in height ? — in the case of a bust of Julius Ctesar ? — of a baby ? 
Why are busts usually executed life-size ? What is tlie effect of a bust larger 
than life-size ? (Cf. Juno Ludovisi.) What effect has the size of a head upon 
our judgment of its owner's character ? Why can figures be executed upon so 
smdl a scale in 'bas-rdief, while a statue in marble one foot high is absurd ? 
Does a lofly religious conception form a good motif for the Small Arts'! Does 
" Small " applied to Arts, refer to size ? Why ia it difficult to embody the idea 
of a god in staiuette-toTm ? What do Greek coins, however, show us about 
the possibility of treating noble subjects on a small scale ? Is this the same 
as the attempt to protluce an extremely sublime effect in a very minute work 
of art ? What can the carving of gems show us in tiiis r^ard ? In 
what regard might Lessing's discussion of Sculpture have been more decisive, 
had Zessing been personally familiar with all the works bearing upon Grecian 
Sculpture made accessible since 1750 ? What was the general character of 
the statues first unearthed ? Was the Menaissance development of Ai't really 
and altogether founded upon Greek Art? Where were the first examples of 
Grecian sculpture discovered ? Was Vitruviiis a Greek ? What was pro- 
bably the effect upon contemporary and subsequent taste exercised by the 
somewhat rfmffliaiic sculptures so much admired a.i Leasing' s time? Do any 
features of Canava's works evince the influence of this taste ? From a com- 
parison of the works most admixed then and now, can you discern and define the 
change of taste which may have taken place ? Can you discern in lioman 
life and sentiments any tendencies that would have led to the selection of 
dramatic grmips rather tliau single figures in repose ? How did Homan 
amusements differ from those of Greece? What probably enabled the 
Romans to conquer Greece ? What is the general character of later lioman 
Sculpture ? (Ch triumphal arches and columns.) What is meant by a 
' ^passing' position? What are some of the positions assumed by the body in 
running and jumping (high jump) disclosed by a series of instantaneous photo- 
graphs ? Make clear by trial which ones of these positions could be persisted 
in for a considerable time, and what positions are perforce ' passing ' positions, 
which form part of a whole action, and are hardly to be attained by mere 
poslming. Show bow essentially the passing positions differ from the erect 
postures assumed in standing still, by indicating the relative effort required to 
persist in them respectively. Apply this to the problem of the representations 
of postures and actions in statues. Would a jumper just clearing the rod at 
six feet he a good motif for Sculpture ? — for a statue ? Why is the assertion 
that " gesture and action are a serial Sculpture " mischievous if applied in oo 
inverted form to Sculpture ? Is every part of every action representable in 
statue-form ? Is it adapted to representation in statue-form, viz. to the Style 
of Statue-Art ? What is the truth which the above remark attempts to 
express ? What is a ' passing note ' in Music ? In what respect is it similar 
toa^ssi)!^ position for the purposes of Sculpture? What only justifies a 
disagreeable discord in Music ? Can it be persisted in indefinitely ? In 
what respect is a statue something like a work of Architecture — a tem- 
ple ? Compare the repose of the figures in connection with I^ptian, Grecian 
and Gothic buildings; and contrast them with some of Bernini's ecstatic figurea 
(with garments always ' doing something ' ), and some of Canova's smirking and 
dramatic ferocity. Is it purely indifferent how large a steel engraving should 
be ? Trace carefully in imagination the variations in .^sthetical Effect of a 
landscape with figures ssxecuted in steel engraving, aa it increases in size from 
a half inch square to a hundred feet square, Why is sim not a basis of 
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classification of art-works ? Is Size any test of artistic value ? In what 
case is the addition of a human figure in a picture of service to the spectator ? 
Why does the draughtsman often add a figure to the perspective drawings of 
buildings in dictionaries, etc. ? How do we judge of the size of objects in a 
jActure ? Do pictures, on the whole, represent objects life-size ? What is pro- 
bably the most popular standard of height among all peoples ? Why are we so 
sensitive to slight differences of height among people we meet P If men grew 
taller than they do, would the size of paintings have to be altered ? What is 
the effect upon a man of being slightly taller or shorter than somebody he is 
conversing witii? Does this throw any light upon the nature of the over- 
awed feeling akin to a feeling of the swblime ? What is the general effect 
upon us of heights or depths great in comparison with the height of man ? Is 
fear the anticipation of danger? To what can be ascribed the 'creepy* 
feeling of looking down &om a great height? At what age do children 
begin to exhibit signs of any apprehension upon being held up at a distance above 
the ground? What height or what circumstances condition this state in 
persons of different i^es and temperaments ? Is looking over the edge of a 
precipice attended by the same feelings as looking up at it from below is ? Do 
vast distances hwizontally outwards from the eye affect us in the same way ? 
Do animals differ in the degree of uneasiness they display in looking down- 
wards from a height ? Is awe a * rudimentary ' form of fear ? Is our 
feeling of * the sublime ' allied to the feeling of awe ? Under what circum- 
stances are they respectively experienced? Do the. concomitants of these 
feelings always display a superiority to man in some respect (as of Size, etc.) P 
Does the feeling of mental inferiority affect us the same as that of physical 
inferiority ? With what feelings has man in general regarded such phenomena 
as lightning and thunder? Do the modes of expression of the feelings of 
awe and of the sublime bear any resemblance to the modes of expression of 
fear? There is a somewhat prevalent idea that a wife should not be taller 
than her husband. Has this any bearing upon the foregoing ? Does a snake 
rendered in marble ever scare anyone? Is it the object of art- works to 
terrify people ? Can Sculpture really attain to dramatic effect ? Is a ftiUet 
degree of naturalistic reproduction necessary to dramatic effects ? Can the 
boa-constrictor rendered in marble convince us of its powers to terrify anyoiie 
else? Draw a contrast between Sculpture and Painting from this stand- 
point. Draw a contrast between Painting and the Stage in regard to the 
ability to attain a dramatic effect. What part of the dramatic effect of a play 
is due to the gradual catching of the attention of the spectator, and the working 
up of his feelmgs to a climax of interest and excitement ? Is there a time- 
elemerU in the development of emotions ? In what ways do the Stage and 
Music take advantage of this fact of stimulation ? How does the orator show 
his knowledge of it ? Tabulate all the Arts with reference to their respective 
abilities to exercise a dramatic effect upon the spectator. See if it can be 
interpreted in terms of (1) degree of naturalistic representation ; (2) develop- 
ment ; (3) degree of presentativeness. What important feature of the aspect 
of objects is not suggested in Sculpture? Is a snake a good motif for 
sculpture ? Why is it structurally more fitted to metalwork, and in colora- 
tion and surface-quality to Painting ? What may we learn from the snake 
as regards the Style of Sculpture as distinguished from the Styles of other Arts ? 
What can it tell us about the procedure of undercutting in Sculpture and in the 
decoration of capitals ? What can it teach us of linear and surface Gothic 
respectively ? Is extensive undercutting as objectionable in pure Sculpture 
as in Architecture ? In what parts of a building is it least tolerable ? What 
relation is there between actual solidity and the suggestion of solidity ? What are 
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the natural structur;il forms of capitals for Tarioiia kinds of stone ? What is 
the amount of undercutting, consistent with firmness of structure and 
suggestions tliereof, in the parts of a building which do and do not, respectively, 
perform a structural function ? Upon what does the structural stability of a 
building largely depend ? Tabulate all the features of Architecture that 
display suggestions of an ability to meet successfully the force of gravity. 
Why are eagles' wings more fitted to execution in metal than in stone ? What 
bearing has this upon the fitness of the eagle with expanded wings as a motif for 
the decoration of capitals ? (Cf. Venetian capitals and the ' Gallic ' (!) order). 
Wliat is the function of the Capital structurally and festhetically ? Do the 
undercut expanded wings of a bird fulfil and express this function ? Would 
caryatides of angels sustaining the architrave on their expanded wings be struc- 
turally and aesthetically effective ? Why do we not have floral statuary as well 
as floral ornament? Wherein does the Bas-relief differ from the Statue? 
Why would the interior of a clock be a poor moh/ for the sculptor in stone? 
Why a camp-fire ?- — a cloud ? Do we not see features like these represented 
in modern Sculpture ? What two reasons can you give why a house in confla- 
gration would not be effective in marble ? Why would this be a better theme 
for Painting? Can the burning of an uninhabited forest be presented in 
Music ? To what various Arts would you accord the representation of variooB 
parts of Schiller's Sang of the Bell ? Comment npon some of the sculptured 
altar-pieces surmounting altars in various Jesuit churches in Kome and else- 
where. What features of various musical instruments make them pleasing to 
look at ? What prevents the reed-organ and piano from being beautiful in the 
same sense ? Is a certain degree of simplicity or comprehensibility necessary to 
Beauty in objects ? Does this refer to artificial objects solely ? Does the 
piano explain itself to the eye in the same way that the pipes, and horn, and 
violin do? What instruments have artists introduced into their works? 
Pass all musical instruments in review with reference to their fitness for 
(1) representation in connection with statuary ; (2) association with representa- 
tions of angels in any Art. Is the square grand piano to be objected to for the 
same reason in both cases ? Is one of the pleasing qualities of a musical 
instrument for representation, that it should vividly suggest its mode 
of being played? Is the pleasure we take in looking at a violin a 
musical pleasure ? Why should we associate the harp with angels rather than 
the piano ? Is the appearance of the modern harp any more pleasing than that 
of the Egyptian harp as represented in wall-paintings, etc. ? Why is the 
bass-viol poorly adapted for Sculpture (statue) representation ? In what sense 
are " trophies " carved in marble, skeuomorphs ? Why is anything like a 
band or chain totally unfit for the Materials and Mode of Execution of Sculpture ? 
Show the unfitness in both cases where the chain is light and where it is heavy. 
What are the properties of stone that are belied by such a treatment ? Ex- 
plain how a sculptor is ever led into the execution of such features. Why is 
a chain-motif hardly fitted for execution in wood even ? What matenals 
possess those qualities that are suggested to the mind by the link-device ? la 
what way are the qualities of stone belied by very slender window tracery ? 
Why is this particularly vivid when the lines of the tracery present reversed 
curves, suggesting that the tracery is in a state of tension, like springs, within its 
enclosing frame ? Are these suggestions mitigated when the tracery is carved 
in rc/i>/upon the wall-surface?. How does 'linear Gothic' or an encrnsted 
carved decoration tend to belie the qualities peculiar to stone ? What is the 
bearing of tlie style of Sculpture upon the carving of trophies in stone? la 
this the fittest subject for Sculpture ? Discuss the attempt to represent in 
free (disengaged) car\'ed stone anything like spears, or flags, or firearms ? Why 
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should the depiction of inorganic objects be any less suited to. Sculpture than the 
representation of the human figure or plant-life? What light does this 
feature throw upon the nature of Sculpture as distinguished from other Arts ? 
Why is the carving of a cannon in stone, or a pile of cannon balls, a pitiable 
feature of Sculpture ? Why is even the urn a meagre feature for carving in 
stone? Is this simply a matter of lack of invention? We have a classical 
precedent of a chariot carved in stone (cf. Vatican Collection) : does this justify 
such a practice as representing a buggy in carved stone ? In what cases are 
the qufidities of stone and the Mode of Execution belied ? Discuss the urn 
with slender stem carved in stone. Does work in burned clay even sanction 
tours de force of this kind ? Do the best Grecian vases display very slender 
stems ? In what ways do the Materials and Mode of Execution for Pottery 
and Sculpture respectively differ ? Why is it that the fragile material glass is 
so often blown into slender fantastic shapes ? Is such ware for actual use ? 
Does the workman spend much time in executing it ? What is the difference 
between blowing a simple little plaything out of glass (necessarily quickly) and 
decorating a large vase with somewhat elaborate groups of carefully drawn 
human figures, and animals, and plants ? How do you account for the origin 
of the procedure of carving trophies in stone ? Was this a case of expectancy ? 
Can the triglyph, the relief festoon and the bull's head be similarly explained ? 
Why would a detached festoon of flowers and fruits carved in stone be unfitted 
to the Style of Sculpture ? Why is the suggestion of a drooping or festoon 
line of tracery unpleasing in detached carving ? Why is it so very difficult to 
introduce re-entrant curves into window tracery without suggesting weakness ? 
In what niave way is the feature of belieing the qualities of stone &played by 
ingenuity necessary in the employment of iron bars and metal clamps, especially 
when the tracery has grown old and decrepit ? Give some instances which 
tend to show that one of the dangerous tendencies of the Gothic Style was 
ingenuity of masonry and * overlapping of work ' in other Materials (such as 
Wood-Carving) ? Contrast the elaborate Chinese representations of houses, 
etc., in ivory with the mode of treatment that is expedient in the chiselling of 
stone. Give some instances of tabernacles, etc., carved out of stone with Gothic 
details, that suggest playthings rather than the Intimate products of a pains- 
taking artist. Were such features a case of eoiypectancy ? How would you 
explam the frequent occurrence of minute btUtresses, pinnacles, flying-buttresses, 
gables and columns in these tabemades and in the fantastic canopies represented 
in stained glass windows ? Was the ' expectancy ' in these cases referable to 
Architectimd Models, or to Metal or Wood work or to Painting ? Give some 
instances from architectural paintings that tend to show the " stringiness " which 
stone images assumed when executed with the brush, the painter being freed 
from all requirements of stability such as were necessary in actual buildings. 
Wherein do these features display an extreme paucity of invention on the part 
of the artist and a lack of appreciation of the Style of Stone-Carving a.<) 
distinguished from Metal-work, or Wood-work, or Painting? How does 
moulding clay differ from the use of chisel and mallet ? Why should an easily 
broken material like stone not be worked up in the form of buttressed temples 
with buttresses half an inch in thickness ? Why is the procedure beneath 
contempt when the product is exposed to hard knocks, or wear, or weathering, or 
forms part of a support? Give some examples of fantastic canopies iiith 
pierced roofs that display all the faults of (1) instability, actual or suggested ; 

(2) lack of durability whUe entailing great expenditure of energy in execution ; 

(3) failure to adequately protect what they apparently propose to protect; 

(4) belieing the nature of the Material of which they are made and the Mode of 
Execution. Are there any cases iu which the lines of the roof of the gable are 
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curved and suggest suspe?ision from the finial instead oi support of it? Why 
do such festoon lines of masonry have such a tame and weak look as contraated 
cith the straight and sturdy lines of the steep-pitched Gothic gable ? Do 
spires of churches ever display them ? What ia materially and ftmctionally 
reprehensible about the pierced stone roof to a tower ? Are the faults leaseBed 
by making the riba very large and applying all the ingenuity of metal joinery to 
them ? (Cf. Cologne and Ulm.) Can the feature of the pierced stone spire aa 
contrasted with the wooden roof be regarded as a case of expectancy on the part 
of the designer? What are some cases where the fret-work of such a pierced 
roof suggests window-tracery? Is this repetition of window-tracery motif es 
sign for wall- decoration a case of imitation due to expectancy? In what 
8 is the repetition in continuous connection with the window-tracery ? In 
what way does such a procedure belie that sptdalised fitness so pleasing in con- 
summate works of art ? Give instances fi-om Persian tile-work (faience) of 
designs which are specially fitted to the space they occupy (being, in fact, 
designed for that particular space, etc.), and instances of the meagre expedient 
of repetition (mentioned above) from European art-works. Has the repetition 
that makes the ' modulus ' of the ornament of a whole cathedral the tracery of a 
vrindow, anything to do with Repetition as an artistic expedient? Wherein 
does it display (1) a meagreness of invention ; (2) a lack of feeling for functional 
fitness, and leads to (3) a lack of Style in respect to peculiarities of work and 
nature of Materials? What reference have the above considerations to 
tatvaiy? In what sense does the human figure agree in its dimensions 
)Ughly with the qualities of marble and the Mode of Execution ? If the 
Greeks had suffered from pipe-stem legs, would Figure-Sculpture probably have 
developed to the same extent among them ? Is the greyhound a most fitting 
motif for Figure- Sculpture ? What connection has this with the representation 
of spears and swords and guns in marble ? What feature of Sculpture of a 
certain ingenious epoch went utterly wrong as regards Sculpture ? What are 
some of the features of skeletons that render them an unfit motif for Statuary ? 
Why even for bas-relief? How do you account for the prevalence of the 
skeleton-motif in Tomb-Sculptura of a certain epoch ? What are some other 
evidences about these tombs that suggest that the designers neither felt the 
grand peculiarities of their own Art nor the consistency of the subject to be 
treated ? To what extent are the sculptured skeletons, reclining courtiers, 
draped curtains with cords and tassels, and rhymed wit and jesting of the 
epitaphs, and cringing and disgusting pomposity and vanity of titles, etc., 
characteristic of all the Art of this period ? Is a bird fitted to detached Sculp- 
ture in stone ? How is it that this motif is such a common one in Japanese 
^^_ works of art ? Why would a ballet-dancer be leas unfit for execution in 
^^K bronze than stone? Why ia the 'Merctiry of Bologna' more satisfactory 
^^H in bronze, perhaps, than in marble ? What is the use of the " tree-stump " 
^^H in many statues ? Does Athena require any tree-stump to support her in 
^^H her statues? What are the differences between the dress of Athena and 
^^H of a ballet-dancer that are important for Sculpture as a Fine Art ? Why is 
^^H a weathercock better constructed of metal than of stone? Why does the 
^^H flamingo standing on one leg test the qualities of bronze even ? What ia 
^^H the mode of working bronze as contrasted with the stoUd strokes of mallet and 
^^H chisel of stone-carving ? Why is it that such a beautiful feature as a tree 
^^H disagrees so essentially with the Style of Sculpture (detached)? Is a bird 
^^H picking grapes from a vine a good motif for undercut stone-carving ? Point 
^^H out some other features of nature that mai/ be attempted in bronze, but, as 
^^H regards Statuary, show us clearly what is meant by subject-matter being, an 
^^^L essential feature of Sti/le. - How is it that plant-life is such a feature of Archi- 
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tectare when plants are totally nnsnited for detached stone-carving ? What 
are the qualities of stone and of carving that unfit them for representing plants ? 
What is the difference between the mode of treatment of the plant in Painting 
and Stone- carving respectively? Wherein lies the absurdity of all talk about 
rendering naturalistically in stone-carving ? Does this mean that floral decora- 
tion and all delicacy of treatment of stone and love of plant-life is out of place 
in the carved stonework of Architecture? What is meant by expressing 
a something in terms of something else ? Give instances. What is meant 
by expressing an image or a thought in terms of an Art-process of which the 
Materials, Mode of Execution, etc., are determined a priori? What form 
does a plant take when expressed in terms of ' stone and mallet and chisel and 
human hands, head and heart ' ? Does it hold true that every image or idea is 
expressible in certain determined modes of expression ? Why not ? Is it 
expedient ? Give several instances of things unexpressed in Sculpture (as an 
Art) the rejection of which is due to (1) total material inadequacy of the means ; 
2) existence of a fitter means of expression by some other Art ; (3) inexpediency 
as frivolity or filth). Why are extreme cases so useful in defining the field of 
Sculpture ? Why are the less reprehensible cases less vivid ? Point out 
a like procedure in (Jeometry to enforce contrast. Are the Byzantine capitals 
which are ornamented with a braided or woven device to be regarded as skeuo- 
morphs ? Why do they appear somewhat bald and monotonous when severely 
treated ? Does a lattice-work design suggest any great power of invention ? 
Prom what could this braided design have been imitated ? Has the fact that 
the capital is sometimes like a basket in shape anything suggestive of its origin ? 
Does the braided band itself suggest wicker-work ? What is the sesthetical 
expression of these capitals when the undercutting is deep ? To what extent 
has the braided design crumbled and fallen away from the capital in some cases ? 
Has the Byzantine Architecture any features which connect it with the Oriental 
skeuomorphs of textiles ? Is there any reason why we are inclined to regard 
the skeuomorph of textiles in Architecture as Oriental? To what extent 
has the Orient been pre-eminent in its textile products ? Has this anything 
to do with the tent-life of nomadic tribes ? What is supposed to have been 
the form of the Jewish Tabernacle ? Do the illuminated manuscripts of the 
Koran display any tendencies towards skeuomorphism of textiles ? To what 
extent did the " withy-band '* attack Sculpture and Illumination work ? In 
what way does the withy-band skeuomorph differ from the textile skeuomorph ? 
Tabulate all the overlappings that would be most likely to lead to skeuomorphic 
representations ? Is the process still at work ? Explain * suggestion ' and 
* expectancy ' in terms of image-arousal in the mind of the decorator. In what 
"sense is the art-work the outcome of its environment in this case? In 
what respect is this like Geology in using the present to explain the past? 
Can the following features be explained as skeuomorphic : — (1) Tabernacle-work, 
with minute architectural features (even to buttresses) ; (2) serpentine knots in 
the small shafts of columns (especially occurring in cloisters) ; (3) canopy-work 
crowning niches in Gothic ; (4) the curtains carved in marble of Eenaissance 
tombs, etc. Does the term skeuomorph apply only to cases of unconscixms 
imitation? Can the distinction be carried out? What is the difference 
between the skeuomorph and the heteromorph ? To which class belong the 
inverted torches and urns burning at the top, buUs'-heads, etc. ? Why are 
they somewhat indicative of paucity of decorative invention ? In what sense 
are they manneristic ? Have skeuomorphs and heteromorphs any essential 
implications of mannerism ? What significance for Sculpture have the dis- 
plays of Naval appurtenances (cordage, cannons, piles of cannon-balls, helms) on 
tombs or monuments? (Cf. St. Paul's and Westminster Abbey.) Wherein 
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liea the heteromorpliic inappropriatenesa in these cases ? Wherein do such 
represeiitatioiis often suggest Painting more than Sculpture ? In ■what traits 
are they sometimes " stagey " ? What light do these monuments throw upon 
the_/SeZrf of Sculpture? What bearing have they upon the following points: — 
(1) The inexpediency of the group; (2) the representation of inanimate objects ; 
(3) the dramatic occurrence ; (4) whether a man's significance in history can be 
shown by such features as cannon-balls, tablets and crayons, piles of books, 
swords and warlike background ? To what extent might such allusions be 
relegated to memory or a tahlet ? Can historical or commemorative Sculpture 
survive when Sculpture on the whole has ceased to be living ? What are the 
prospects that historical Sculpture and the genre statuette will continue to be 
the last resort of Sculpture in an unscidpturesque age ? To what extent are 
the personal features and dress of a man worthy objects for preservation ? If 
preservation of Facial Character and local Costume be the object of the com- 
memorative statue, what follows as regards the nature of the Materials to be most 
fittingly employed therefor ? In what respect is bronze a better Material for 
unprotected statues than marble? Is bronze as sensitive to climatic changes 
as^marble ? Is it oa sensitive to the beautifying influences of city smoke and 
dirt ? Should statues be unprotected in northern climates ? Eeview the 
whole question of the possibiHty of an out-of-door Sculpture in northern climates. 
Is there such a feature of iEsthetic Effect as the suggestions of agreement between 
Costume displayed by a statue and the surrounding conditions ? Did the Greeks 
wear an in-door (drawing-room) costume that would seem out of place in an out- 
of-doors situation and exposed to snow ? Can Costume be better reproduced 
and preserved in bronze than in marble ? Is Costume-representation the 
rw\. field of Sculpture? Eeview the resisons for believing that Sculpture can 
flourish among us only upon the condition of its becoming a 'Small Art.' 
Wherein lies the 'smallneas'? What are the restrictions imposed upon an 
artist by being compelled to reproduce certain definite faces, and that with his- 
torical fidelity ? Has any great or noble Art flourished under such conditions 
as these ? Why is Sculpture, more than Literature or Painting, perhaps, 
injured by being subjected to such conditions? In what singularly fortunate 
respect could the Greek better afford to be commenwi-ative in his sculptured 
monuments than we? Are the heroes we seek to commemorate victors in 
athletic games? Is Sculpture the best field for the representation of 'facial 
character ' ? Was the Greek sculptor always very intent upon representing 
'facial character' in his statues ? In what respect is Painting perhaps better 
fitted for the depiction of facial character? Is Painting fully adapted to the 
requirements of commemorative monuments ? Would fresco fulfil the con- 
ditions of portrait-representation and great durability ? Draw a contrast 
between the noted statue of Sophocles and the statue of Admiral " * " in 
the right aisle of St. Paul's Cathedral, London. Are there any reasons for 
believing that more can be done at the present time with bas-relief than with 
Statuary ? What relation does Costume bear to bas-relief and Statuaiy respec- 
tively? Why is Costume ordinarily overlooked as an essential feature of 
some Arts? In how far will this feature of Style serve to explain the 
rise or decline of Sculpture in so far as Statuary is concerned? What is 
the difference between the positions of the primitive decorator and tlie modem 
decorator as regards invention? Was the primitive decomtor conscious of 
his mode of decoration and of the possible sources of decoration ? In what 
respect were his efforts involuntarily directed to a certain extent ? Is the 
modern decorator necessarily bound down to reproducing previous ornament and 
depending upon inaccuracies of drawing, suggestion and skeuomorphic transforma- 
tion for variety of form ? What is the ideal difference between the ' mental 
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kaleidoscopes * of the primitive and modern decorator respectively ? Is the 
modern decorator compelled to depend on the long and gradual changes (rather 
the outcome of nerve and muscle phenomena) for his development of designs ? 
Supposing the primitive method of discovery to have been the most natural and 
the easiest for Man under the circumstances, is the modern decorator under any 
compulsion to adopt the same method ? What enables the modem decorator 
to abstract lines of curvature from objects and adapt objects, such as plants, to 
his uSe without centuries of hand- work to work out the equilibration of Design 
to Materials, Mode of Execution and Function ? Are there any reasons for 
believing the old long way was the safer one ? Has the old way of skeuo- 
morphic transformation been wholly abandoned ? What change in its modus 
operandi has taken place ? What is the difference between consciously repro- 
ducing a tassel in porcelain, and the process by which the ' lashing of the celt ' 
was reproduced upon the bronze implement ? What sources of ornament are 
now open to the decorator ? Euskin (* Stones of Venice,' chap, xx.) gives the 
following Materials of Ornament : — (1) Abstract Lines ; (2) Forms of Earth 
(crystals) ; (3) Forms of Water (waves) ; (4) Forms of Fire (Flames and Eays); 
(5) Forms of Air (clouds) ; (6) (Organic Forms) Shells ; (7) Fish ; (8) Eeptiles 
and Insects ; (9) Vegetation ; (A) Stems and Trunks ; (10) Vegetation ; (B) 
Foliage ; (11) Birds ; (12) Mammalian Animals and Man. Does this exhaust 
the list? Under what head would geometrical patterns be placed ? Under 
what head do the final products of skeuomorphic transformation come ? Is 

the field of consciously produced skeuomorphs still open ? Is the final result 
of the skeuomorphic process necessarily the production of an inappropriate 
ornamentation? In what sense can the mind anticipate the results of a 
skeuomorphic process ? Would it be beneficial for ornament to consciously 
and intentiomdly carry out a skeuomorphic transformation in the mind in order 
to produce new forms of ornament ? How have the Japanese arrived at their 
wonderful stock in trade of phases of ornament ? Has it been to any extent 
the result of the exposure of motives to the influences of technical transformation 
of the many Small Arts practised by the Japanese ? What are some of the 
decorative transformations which natural objects have undergone? Were 
artificial and natural objects {imitated by primitive Man and savages with the 
conscious view of the Beauty of the objects imitated ? In what way, and to 
what end, are objects now chosen by the decorator ? Would the final results 
of the decorative transformation of natural objects have been different if the 
objects chosen had been selected for their Beauty ? What are some pleasing 
results that came firom the decorative transformation of very ugly objects? 
What animals have been chosen by decorators during the historic^ periods of 
Art ? Is there any rational interpretation of the choice ? Did the environ- 
ment have any influence? Does 'animal distribution' have any echo in 
ornament ? Did the size of animals play any part in the choice ? What 
field is still open in conscious skeuomorphic transformation guided by artistic 
feeling ? « Why is the absence of any visible means of support unpleasiog in 
some Arts ? Does it apply to Music ? Is Music directly conditioned by 
gravity ? Give instances of the principle of ' suggesting an adequate means 
of support ' firom Architecture, Sculpture, Costume, and the Small Arts (furniture, 
etc.). What are the implications of security and sesthetical pleasure? 

Discuss the balcony from the standpoint of security, and a visible means of 
support Why is security of special importance in the case of a balcony ? 
Is the necessity for suggesting stability as momentous in the case of a wooden 
building as of a stone building? What* purpose does a balcony serve? 
What are the functions of the supporting brackets and of the balustrade respec- 
tively ? In what way is the support su^ested when the balcony is formed by 
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the roof of a porch below? lu what way are columns riaing from brackets 
Tindenteath aometimes applied to the support of a balcony ? Why is it 

more pleasing in looking up at a balcony from below if it seems to incline 
slightly upward from the horizontal rather tiian downwards"} Why does the 

balustrade suggest greater security when it does not project outwards beyond Qie 
line of the horizontal floor of the balcony ? Are the suggestions of security in 
these cases concomitants of greater actual (structural) security ? "Why 

should a recessed porch appear less hazardous than a projecting balcony? 
What force ia to be met by the balustrade of a balcony ? Does a row of 
calumiis supporting the balustrade (hand-rail) satisfy the eye as regards the 
ability to meet a force acting outwards? Is not the sloping line of a buttreaa 
more fitted to satisfy the mind ? Why does masonry in all eases suggest a too 
slight adherence (cohesion) for the purposes of a balcony ? Does iron-work 
serve the purpose better ? What are the qualities of iron as distinguished 
from those of cemented stones ? Is not the means of fastening the stones 
composing a balcony usually metal ? Why can this metal hardly be well 

displayed to the eye of the observer ? What mode of disposition of the iron- 
work composing a balustrade most satisfies the eye as to its ability to prevent 
any accident ? In what way does the adherence of the balustrade of iron to 
the wall at both sides suggest security? What disposition of the iron- work at 
the sides might accentuate this effect ? What disposition in general accen- 
tuates the tensile power of iron ? Suggest a way in which the stability of the 
balustrade of a wooden balcony against outward pressure may be accentuated in 
the most forcible manner by display of construction. In what respect is the 
visible fastening (pegs, etc.) of woodwork superior to bidden nails or the cement 
of stone-work ? Is Architecture as an Art coucerned wholly with the actual 
safety of a building ? Is ihe^utiv^ of a Doric shaft necessary to enable it to 
support the entablature ? 

(D 7.) — Show that the lack of speech in paintings makes Facial Expression fai- 
less definite than it would be ou the stage, where the plot-development and 
dialogue insure the designed comprehension of the emotion concerned in the 
expression (cf. Cumulative Effect). In connection with this, remark the some- 
what burlesque effect of gestm-e and facial expression in Pantomime and Ballet 
performances. What considerations would tend to enforce the conclusion that 
the field of dramatic representation is not whoUy adapted to the properties of 
the Art of Painting? Discuss the following principle, criticising the ideas 
and the form of statement: — The whole problem of "subjective and objective" 
treatment of subject-matter may be resolved into a matter of Fitness ; Arts which 
are objective in their methods and essential qualities and imitative capacities, may 
"consistently treat subject-matter in an objective manner. Arts which are essen- 
tially subjective in their form of stimulation and are weak in imitative capacity 
may consistently chose and treat their subject-matter in a subjective manner. 
Seduce this to a statement iu psychological terms. What are all the grounds 
for its formulation ? Attempt an inductive demonstration founded upon the 
mode of treatment displayed by art-works of all kinds from the past. Discuss 
and criticise the following principle : — In a compound Art, the objective side of 
the presentation should be treated by that one of the component Arte best fitted 
by its qualities for objective mode of treatment, and the siibjeetive side of ttie 
total presentation should he relegated to the treatment of that one of the com- 
ponent Arts moat adapted by its qualities for subjective mode of treatment. In 
what sense do "suhjective " and "objective" occur here? Is some quality here 
added to Lessing's principle? Did Lessiiig apply his ideas to C&mpound Arts? 
Why do Compyund Arts offer the paramount instances of specialisation of 
aesthetic function in deference to differences of capacity ? Explain how dif- 
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ferentiation and integration can proceed together, and how specialisation of 
function is most apparent where integration is well advanced. Discuss a 
Compound Art from the standpoint of an animal organism. Did Leasing treat 
of the differences among Arts in their capacities for expressing or suggesting 
emotions ? How can subject-matter have at one time an inner and an outer 
side ? How is this specialisation of function in deference to fitness of organ 
displayed and realised on a grand scale in the MvMc-Drama ? What would 
lead you to expect this ? In what respect has Drama, at one time, a subjec- 
tive and an objective side ? Are there any reasons for supposing that * the 
Novel ' is particularly fitted to present both of these sides of life ? Why are 
* illustrations ' often added to novels ? What justification is there for the 
licence permitting a novelist to present the psychic side of his story in descrip- 
tions of the states of consciousness of his characters (personse)? Has the 
Mimc-Drama a more direct means of suggesting the psychic side of the Stage ? 
How could Defoe describe what was passing through the mind of Robinson 
Crusoe ? Why is the form of ' diary ' statement often adopted by authors ? 
Can you find a crucial instance for which the mind would revoke its licence for 
permitting the description of mental states ? At what point does a reader's 
mind revolt at a description of events that by their very nature could not have 
been seen or heard, directly or indirectly ? Discuss the whole principle of the 
distribution of r61es in a Compound Art from the standpoint of — (1) Works of 
the Past, (2) Deductive Reasoning, (3) Judgment of the Feelings. What Art 
is best fitted to present a slow and complete development of the subjective and 
objective phases of human events ? Is the stage well fitted to present instances 
of the momentous facts of dramatic heredity? What justification can be 
found for the twenty-volume novel ? Is the plexus of sensations, called an 
*' object," any less subjective than an emotion ? — ^any less personal ? Would it 
be possible to find in any one (imaginary) picture one of the following groups of 
features : — (1) Idealism and Naturalism ; (2) Idealism and Realism ; (3) Idealism 
and Impressionism; (4) Realism and Naturalism; (5) Realism and Impres- 
sionism. Can a jointing display a painstaking fidelity in the rendering of 
objects, and yet exercise a selective prerogative with regard to objects. Does 
not the selection of certain objects to the exclusion of others display an action of 
the mind ? Should the whole wide world be represented in a single picture 
simply because it exists? Do we ever see all natural objects at one time? 
Is selection of objects in deference to oar feelings of what objects are most 
pleasing, irreconcilable with fidelity in the reproduction of the objects so selected ? 
Does ' fidelity to Nature ' with respect to the details of a picture prevent the 
picture as a whole from suggesting a beautiful or grand idea quite distinct from 
the objects presented ? Is Symbolism reconcilable with * fidelity to Nature ' ? 
Does Symbolism or Impressionism necessarily mean representing a man out of 
proportion or a tree out of perspective ? Have our emotions at the sight of 
Nature no existence because they cannot be photographed ? Can a study in 
pleasing forms and colours suggest a beautiful idea not actually belonging to the 
objects presented? Can this same picture have a /ace-value apart from any 
symbolic suggestions aimed at ? In what sense may Painting be said to be 
lyrical ? A poet is sometimes said to project his own feelings into the objects 
he describes. State clearly just what is meant. Can the painter do the 

same? How can inanimate forms suggest ideas and sentiments? Does 
outer form with inner meaning apply particularly to Painting? What is 
Symbolism ? Is Symbolism consistent with Realism ? Is Symbolism in a 
picture likely to be marked by a careful selection of objects ? Give an account 
of some paintings which render objective details with all possible fidelity, and 
yet aim at something more than, and quite different from^ reproduction of natura} 
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objects. Can ugly objects be so depicted tbat they excite noble idd 
What is the basis of the following procedure in Art ; — The use of commonpH 
objects or events to arouse poetical ideas differing essentially from the groups of 
sensations constituting the objects in themselves? What reasons can you 
give for regarding the whole problem of degree of imitation as a matter of fitness, 
viz. the degree to be governed by the degree of possibiliti/ of imitation vfith the 
given Materials and an unforced Mode of Execution ? In what sense is this a 
matter of selection ? What part does conscious or unconscious selection play 
in those paintings that propose a human meaning, to which every feature is sub- 
servient and conducive to the expression of? Why is selection of"trutli8" 
(facts) in any case an unavoidable feature of the imitation of Kature'a aspects 
with the delicate imitative means of Painting even ? In what sense is a tree 
even "infinite"? What is the logical necessity when it is attempted to 
represent the infinite by the finite (through the activity of finite means) ? 
Derive and criticise the following statement of subordination to an end :^In a 
painting that proposes to express some idea or suggest some sentiment not con- 
tained in or suggested by any one of the natural or animate objects, the painter 
should include no qualities (viz. facts, or truths of Nature) that do not conduce 
to the end proposed. Whatever may be the particular selection of objects for 
inclusion in the composition of a single picture, why must there be no gross 
inconsistencies of facts such as are displayed in some of the French landscapes 
of Claude Lorraine's time ? Give some concrete instances. Are ludicrous 
features consistent with the aesthetic effect of a serious painting (subject)? 
Does this relate to pictures that do not propose to present an imitation of 
Nature? Would a piece of composition that represented a river running 
uphill, without any apparent cause for the miracle, belong to the legitimate 
field of artistic selection ? Wliy would it be expedient to add some mark 
of recognition or information to a picture of the Israehtes going through the Eed 
Sea ? Is selection the same as evident falsifying ? Explain and criticise 
this assertion : — Selection ends in rejecting — in ignoring — some of the infinite 
objects and purts of Nature, but should always do so within the bounds of phe- 
nomenal possibihty, unless an evident excuse be present. To what extent does 
" the end justify the means " in Art ? Show that selection of objects and 
qualities for delineation springs naturally out of the finite means of perception 
and execution possessed by Man. Is it beyond a painter's " finite means " to 
paint a body or leaf in proportion ? Is it justifiable selection to represent a 
man without a head, unless the subject distinctly demands it ? Upon what 
depends the qualities which will be selected for depiction, (1) in a topographical 
landscape, (2) in a painting expressing some human sentiment? Is a bolder 
selection (rejection) justifiable in one case than the other ? What bounds of 
physical fact demand attention in either case ? Why does work in coarse 
mosaic unavoidably compel selection ? Derive and criticise the following 

statement of the solution of degree of naturalism in imitative Arts :— ^The degree 
is a matter of fitness varying with the means and the end ; if the means at hand 
allow a fine degree of imitation, and the end proposed is an imitation (as the 
refined means of painting employed in the service of landscape), only the least 
attainable and least effective qualities should be ignored ; on tbe otlier hand, if 
the means employed allow a very coarse degree of imitative fidelity only, without 
forcing, and the end proposed be ulterior to the objects imitated (as mosaie-work 
employed for decoration or for religious symbolism), only the most reahsable and 
effective (for the given end) quahties should be selected. What are some of 
the differences of opinion concerning the " leaat effective qualities " above men- 
tioned? (Cf. Euskin.) Would the painter who is inclined to reject very 
many of the representable qualities of objecta do better to turn his attentioi 
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an Art which does not propose to imitate Nature — as Colour-Decoration or pure 
Symbolism ? Wherein lies the field of Painting as distinguished from Arts 
which wield less refined means of imitative fidelity ? In what respect is 
Landscape Painting the side of Painting most peculiar to the Art of Painting ? 
Are the qualities most peculiar to Painting summed up in this statement : — 

* The possibility of suggesting the maximum of qualities of the objective world ' ? 
Are ' colour studies ' possible in Landscape Painting ? What is peculiar about 
Tumer^s latest paintings, those of Venice for instance ? What two sides are 
there to art-works ? Is the ' sensuous ' side opposed to the ' expressional ' 
side ? To what extent is the execution of a landscape in a single tone justi- 
fiable ? Is the sensuous side of Art sometimes directly opposed to the imitative 
side ? What Arts lay most stress upon the effects available by catering to the 
qualities (properties) of the sense-organs ? What Arts lay more stress upon 
the subject-matter, viz. depend for their effect, not upon what they present so 
much as upon what they represent ? What Arts depend for their effect almost 
solely upon the reproduction of that which is most effective in human life ? 
Why can they dispense to a great extent with that sensuous element (presen- 
tative) which characterises other Arts ? Do they become more telling in their 
effect the more they subordinate the means of expression to that which is to be 
expressed ? Is there any inductive evidence to support such a law as this : — 
The importance of the display of means is inversely proportionate to the im- 
portance of the idea to be expressed ? Deduce and criticise the following 
principle : — The more highly ' representative ' an Art is as regards its medium, the 
less limited to the strictly pleasing in form and colour, etc. ; and the converse — 
The more intensely * presentative ' an Art-medium is, the more limited it is 
to the sensuously pleasing, (Cf. Music.) In what respect does the quality of 

* re-representativeness ' denote removal from the sense-organs ? In what way 
are * images ' unlike the sensations (or sensation-groups) of which they are the 
counterpart ? What kinds of images are farthest ' removed from the sense- 
organs ' ? Why can scientific prose deal with many objectionable features of 
objects?- What distinguishes the 'idea* from the 'sensation'? Contrast 
Painting and Novel as regards the above principle : — Music. Can this law be 
deduced from a consideration of the expressing capabilities of the various Arts ? 
From this standpoint of display of means, arrange all the Arts between the 
two poles of formal Music, (>eometrical Mural Decoration on the one side, 
and Landscape Painting and Genre Novel on the other side. How could you 
show that the dramatic effect of Genre Tragedy depends largely upon the mini- 
mum extent to which the means (language) is conspicuous? What is 
the effect of throwing the dialogue into the form of rhymed hexameter ? Show 
that the display of the means is at its maximum in Turkish carpets. Why 
not Music ? In what way do rugs suggest the Materials of which they are 
made, and the. Mode of Execution ? Do they express any * idea ' ? Does 
a landscape painting attempt to display the Materials (pigments) used {as 
Materials), and the Mode of Execution ? Where does Literature lie in the 
above arrangement of the Arts ? Why ? In what respect may Literature 
partake of both characters ? In what way does Language differ from pig- 
ments ? What are some of the variations to which Language may be exposed 
by poetic devices (cultivated modes)? What makes the means of poetic 
diction more evident, more noticeable, than every-day speech? To what 
extent can severe metre and rhyme furnish Literature with a means sensuous in 
itself? What possible Styles in Literature arise from the proportion in which 
the sensuous means and the imitative elements are mixed ? In what propor- 
tion do the ingredients enter into highly artificial verse and the telegraphic 
commtinioation of an accident respectively ? Is there any a priori reason for 
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supposing that Literature offers possibilities of a greater uumber of Styles {see 
Style) than any other Art ? Do formal and emotional Music respectively 
display their means in an inverse pi-oportion to the importance of that they 
express ? la it possible to go further, and even disregard imitative fidelity in 
the expression of an idea ? Why is it that people often remark the skill of 
the Japanese artist in suggesting a human body executing some movement ? 
Are the rough sketches of the Japanese remarkable for fidelity to anatomical 
details ? How is it that violent action can be suggested without fidelity to a 
single feature of the actor ? Can a sketch be true to Action while being 
untrue toTorm? Why? Does the vividness of the Action represented 
distract the spectator from details of Form ? In watclung field-sports — racing, 
etc. — are we conscious of the figures of the athletes at every moment? Do we 
pay much attention to the form of the body executing a violent actiou like the 
ru nnin g high-jump? People have watched horse-racing yeai- after year. 
Why are we a little surprised at the postures which the horses are shown to 
assume in running by snap-shots with the camera ? What feature of truth is 
there in the rough sketch of the Japanese artist executed with india-ink in a few 
brash-strokes ? Would these sketches be better if the anatomy were executed 
with more painstaking fidelity ? Would the gain in naturalistic fidelity be a 
recompense for the entertaining way in which the Mode of Ex&^ution of tijese 
sketches is vividly suggested to the eye ? (Cf C 2.) Is this approximate mode 
of treatment to be recommended to the Eurapean easel-painter ? In how 
short a time can a Japanese sketcher execute one of his vagaries ? Would it 
pay him to spend more time upon the sketch? To what extent are his 
Materials limited in their Ai-t-capabilities, and perishable ? Do the Japanese 
adopt the same crude methods in working in enamels 1 What are the longest- 
preserved examples of enamelled work we possess ? What reasonable relation 
should exist between the amount of time spent upon a work 'and the relative 
lasting qualities of that work ? Is there a similar relation holding between 
the comparative nobility of subject and the comparative amount of time fittingly 
devoted to the conception and execution thereof? What difference is there 
between Architecture and Glass-work in these two respects ? In imitative 
Arts is there any rational relation between the time and energy expended in 
conception and execution, and the degree of imitation attainable with the given 
means ? Is there any relation between the transient nature of subject-matter 
and amount of time and energy that it is fitting to spend thereupon ? What 
is the basis of the fitness in all cases ? Is there anything saereii about human 
labour? What appeals to people in tliis age more keenlj perhaps than any 
sentiments regarding the sacredness of human work ? Can any of the 
above priuciples be directly deduced from the conception of the " greatest 
happiness of the greatest number " ? Can the principle of the specialisatioa 
of the Art-activities (difierentiation of Art-fields) be deduced therefrom ? In 
what sense is the cultivation of a Style springing naturally out of the Materials, 
Tools, Mode of Execution, psychic qualities, etc., of the given Art a feature 
of the path of least resistance? What is the path of least resistance, 
expressed in terms of expenditure of mental and physical energy ? What 
is an ephemeral subject ? (See p. 162.) Does such a subject justify Art- 
treatment? What large field of this kind is actually cultivated, whether 
justified or not? Make an estimate of the number of illustrated magazines 
and newspapers that are published every year over all the world. la it of 
sufficient magnitude to convince one of the importance of this field of industry ? 
Why is this so important from the Art-standpoint? What would this 

statement mean as applying to wall-paper and to illustrated papers: — If the 
importance of an industry is an exponent of the trend of the times (environi 
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any reform will come from taking hold of* the industry and directing it in a 
better channel instead of denouncing it. Is there a Fitting Style for an 
ephemeral Art ? How may a living Art sometimes spring from a living 
industry ? Would it have been natural to predict that any such an Art as 
Greek Ceramics would have sprung from the primitive industry of making useful 
pottery ? ' In what sense is an ephemeral Art rather to be classed among the 
Small Arts ? Does this make it any less an Art ? Is there any reason for 
believing that if Art is to be elevated in modern life, it will be through the 
elevating and cultivating of the Small Arts ? To what extent might the Small 
Arts enter into life in this day, when the means of comfort and knick-knacks 
are in the reach of a larger pi-oportion of the population, and certainly a larger 
absolute number, than ever before ? Is there any hope of the reform and 
subsequent elimination of the knick-knack? In what respect may an 
ephemeral art-work be the best of its kind ? In what respect is the intentional 
dlsr^ard of many of the truths of Form and Colour and Illumination in a 
simple wood engraving still entitle it to its place in the hierarchy of Arts ? 
Does this inability to suggest a maximum of facts about external objects make 
it a greater Art? Is it expedient for Painting to disregard the same facts? 
Wherein lies the fitness of not expending any more labour in the execution of 
ephemeral art-works (such as illustrations to periodicals) than is justified by 
their nature ? Does this mean that what is conceived and what is executed 
should be slovenly work ? Apply the principle of ' fitness of (care and time in) 
execution ' to the large illustrations to papers and periodicals, especially to the 
matter of laborious shading, signifying nothing. Wherein lies the difference 
between an exquisite lyric poem of a few lines (cf. Goethe) and an insignificant 
epic of three thousand lines ? How does the whole idea of the fitness of the 
direction of expenditure of energy apply to our omnipresent Art (!) of chromo- 
lithographs ? Show how, by cultivating a fitter direction and a more artistic 
treatment, a better effect might be obtained with a less expenditure of energy in 
execution. Upon what factors of an art-work should the amount of time and 
energy expended in execution depend ? Do the following factors represent 
the whole quantity ? — (1) Upon the Durability, both material and sesthetical ; 
(2) upon the nobility of idea expressed and objects represented ; (3) upon the 
amount of expressibility of the ideas and degree of imitative fidelity 
attainable by the peculiar activity of the means pertaining to the particular 
Art-field ; (4) upon the availability of the finished art-work for aesthetic 
enjoyment, viz. upon the number of people that will be able to contemplate 
and enjoy the completed art-work. Criticise these statements by making 
fuller and more definite in meaning. What bearing has article (4) upon multi- 
plying Arts ? Is an etching to be crudely executed because it is going to give 
two hundred copies rather than one ? In what respect can a multiplying Art 
be a high Art m its own way*} Does not the multiplied availability render 
a painstaking treatment very expedient ? What is the difference between a 

multiplying Art and mere copies, as exemplified by the difference between an 
original etching and a steel engraving copy of an oil painting ? Give instances 
of, and define the difference between, the smearing and glossing over of details in a 
picture and the intentional selecting and placing of details. What is the 
difference between conventionalities of Painting and Drawing, due to lack of 
perception and technic impotence, and the conventionalities of treatment adopted 
by an artist in deference to the limits of his Art, an instinctive seizing upon pre- 
dominant characters of objects, and intentional selection and disposition of 
objects for a certain effect — expressing a thought for instance ? What is the 
difference between a tame and slouchy representation, and one which is the lest 
possible sofa/r as it goes'} Is this latter the proper Style for the ephemeral art- 
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work? In what sense is Painting at its best a conventional symbolism? 
What are some features of a mountain scene, for instance, that cannot be repro- 
duced by the crude means of Painting ? Does a photograph reproduce them ? 
How is it possible for an outline drawing to suggest a scene from Nature ? In 
what sense is it a makeshift to call up memories of Nature? Are there any 

reasons for supposing that the mind supplies its own images — that the painting 
or drawing is a mere stimulator of mental images founded upon past experience ? 
Do you fancy that the images aroused are often far more numerous than are the 
definite means of stimulation of the painting or drawing ? Can a pen-and-ink 
drawing ever excite colour images in the mind ? Is there any evidence that 
some practice is necessary before this image-stimulation will occur ? What 

are some of the stories related about the obtuseness of some savages in under- 
standing what was meant by a drawing? Have any experiments bearing 
upon this question been made upon very young children ? Animals are said to 
be deceived at first by the images seen in a mirror. Are they likewise 
deceived by paintings ? By drawings ? What must be the degree of imitative 
fidelity of a picture in order to deceive animals ? Will a newly hatched chick 
peck at a painted grain of corn ? — at a pencil sketch of the same ? — at the name 
" com " ? — at the image of a seed in a mirror ? If practice is required in the 

case of a child before it identifies the picture of an object witii the object 
represented, does it prove that drawings and paintings are mere excitants of 
images and quite unlike a reflection of objects in a mirror? Does a child 
immediately identify an object as itself ? In what sense is perception an 
excitement of 'images'? In what sense is perceiving an object a mental 
process (reaction) ? Is the mind a passive mirror in * perception * ? How 
is it that the sight of the outside of a watch can arouse an image of the works, 
wheels, etc. inside ? Will it do so if the percipient has never seen a watch 
opened ? What does the ticking of a watch held up to a child's ear suggest 
previous to any knowledge of the inside of a watch ? Does the efficiency of 

pictorial Arts depend upon the personal experience of a like experience of that 
they are designed to suggest ? Explain the following diagram and state what 
it is designed to bring vividly before the mind. 



A 

Speaker. \ Mind. 
Artist. / Images. 


B. 

Symbol. Langaage. 
Art-Work. 


0. 

Mind, r Heaiei^s. 
Images. \ Obsenrer's. 


Painter's Images a^ 

Poet's Images as 
Musician's Images a^ 


y the Colours h^ 

(pigments) 

>- Language bg 

^ Tones h^ 


Excites 

Images c^ 

Images e^ 
Images e. 



^Show clearly how greatly B differs from either A or C for each case. What 
surety is there then that A will be like CI What are the very different 
natures of bi, ba, and bg ? How can they nevertheless all be a means of 

exciting images ? Are the images (ci, c^, c^ correspondingly different? What 
are the differences between Ci, C2, C3 ? WTiy does bi not stimulate the images 
C3, viz. why do not the images C3 arise under the influence of bi, as well as under 
the influence of ba ? Can the images ai be thrown into such a form that they 
'will arouse the set of images Ci ? In what respect is B inadequate to stand 
between a and c ? What renders it possible for it (B) to make C approxi- 
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mate to A? In' what sense is C much greater than its stimulant B? 

Can you explain the essential difference between A, C, and B to someone 
else, so that the difference will be vivid and definite to him ? Why is 
it ordinarily so difficult to see that Ci differs in any way from 61? In 
what sense did they correspond somewhat nearly in some cases ? Is corre- 

spondence identity ? Are pigments states of consciousness ? Are they the 
same states of consciousness as Ci ? Would the difference between Ci and bi 
be appreciated more keenly if everyone had tried to express ai in terms of bi, 
viz. had tried to represent the aspects of Nature in terms of pigments so as to 
excite the maximum of Ci ? Why is it impossible (so far as we know) for A 
to stimulate C directly, viz. without resort to the different and intermediate form 
£? To what extent has B been developed in the evolution of Art ? To 

.what extent did ai and Ci, 0.2 and C2, precede any development whatsoever of bi 
€uid bi ? In what way have bi and b2 developed in order to make the stimu- 
lation of Ci and Ca agree more and more with ai and aa ? Has not the develop- 
ment of bi and ba been in the direction of a greater correspondence, the relations 
being more definite, heterogeneous, and coherent? What has been the 

impulse thereto, and what the outcome? In what sense has Cbeen brought 

successively more under the control of A through B, and that with an economy 
of energy in B ? The above was assumed to held for the imitative Arts. Is 
Miisic an imitative Art ? What kind of Music is not imitative, and what kind 
'isr imitative? What does the latter kind imitate? Can it imitate the 
' outer aspects of external Nature ' ? How is it possible for Music to imitate 
emotions? Can language imitate emotions? Can pigments imitate 

emotions ? Show that in all cases of so-called ' imitative Arts,' it is a matter 
of finding a tertium quid B that will serve to make the suggested (stimulated) 
images (sensations) G correspond to the images A, Show that in fo7*mal Music 
c, may be made to correspond veri/ nearly to aj. Does the same hold for Archi- 
tecture and pure Decoration ? Why ? Show that they do not represent some- 
thing different from themselves, but are tlicmselves what they present. Show 
that A, B, and C are conceived in the same terms in this case. In what sense 
is ' formal * Music like pure Decoration (geometrical) ? Is not C something more 
than A even in the case of geometrical Ornament and formal Music ? Is this 
* something further ' a definite and sure something, viz. is there any surety that 
this 4- C will correspond definitely to + A, and be the same for all cases of C 
(all minds) ? Might not the decorative hieroglyphics have suggested a + C 
previous to their decipherment ? Would this + C have corresponded in the 
cases of all persons ? Would it have definitely corresponded to the + A of 
the ancient Egyptians ? Why does language seem to be so vividly just what 
it is not ? How has it come that we so fatuously confuse bj with aa in 
ordinary language ? Is this a case of " mental arrest '* ? Is not the un- 
consciousness of automatic acts a case of the "law of least effort" ? Is it of 
any importance in practical life to be conscious of the m^eans of intercommuni- 
cation ? Show just what saving of mental energy is accomplished when the 
means do not rise into consciousness, and when the presence of images in the 
jnind is sufficient to set the machinery of expression going without any special 
acts of volition. How many hours does a child employ in reaching this stage 
jof perfection ? Do we ever, even in a life-time, perfect the faculty for cUl 
cases ? Give some personal experiences of the difficulty experienced at times 
in arousing certain ideas in another person's mind. When is this most likely 
to happen ? What bearing has the difficulty of arousing certain images and 
ideas in a child's mind: upon the problem as to whether symbolism does not 
necessarily imply the existence of that which is to be aroused in a person's mind, 
,and: a correspondence established between the symbol and what it symbolises ? 
In what sense is what we term Nature a mere 'suggestion' ? In what sense 
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is the activity of the mind a necessary feature of our apprehension of a Natural 
scene just as it is of the landscape painting representing that scene ? In what 
sense is all ' cognition ' recognition ? What Arts strive to display their means 
as much as possible ? Are they more effective thereby ? Do they add a 
certain variety to the field of Art (Art-experiences) ? Is part of our pleasure 
in an art-work due to our consciousness of the presence of a work of human 
beings ? What ones of the Arts would profit most by this factor, supposing it 
to exist ? Would the delight, other things being equal, vary directly with the 
degree of conventionalism displayed ? Why is it the object of some Arts to 
prevent as far as possible any appearance (conspicuousness) of the means ? In 
what way is it likely to be detrimental to the effect of an art-work belonging to 
this class if we are continually conscious of the means by which the effect is 
obtained ? Why must the devices, whereby effects are attained in Genre-' 
Drama, not be so conspicuous as to be recognised by the spectator? Why is 
poetic diction in Genre-Drama likely to lead to the means becoming too palpably 
apparent ? What intimate connection is there between the suppression of the 
means, and sincerity of expression in excited speech ? What possible con- 
nection is there between the suppression of the factor b2, between a^ and Cj, and 
sincerity ? (p 130.) Is there any implication in our minds of emotion and the 
path of least expenditure of energy in expression of the emotion ? Show 
what varying degrees of energy can be draughted away from a2 by b2, as bj varies 
from primitive emotional exclamations to cultivated artificial diction. Why 
would we be very much surprised to hear a person in a very weak or dying 
condition express himself in the form of poetic diction ? What bearing has 
this upon the presentation of such scenes in Opera with musical dialogue? 
Why would we be somewhat surprised to hear an extempore prayer delivered in 
verse-form ? Could not Pope have performed this feat had he been challenged 
by one of his rivals ? What has been the importance of the " path of least 
effort " to Man in the past ? Why did it lead naturally to the suppression of 
b2 in consciousness ? Would poetic diction draught away more energy if it 
were our every-day mode of expression ? Is it possible to explain why an act 
lapses into unconscious performance when it becomes perfectly ' automatic ' ? 
Why is a commission for furnishing illustrations to a whole book (cf. Milton or 
JJante) hardly consistent with Art-aims or proper methods of Art-creation? 
Is it likely that every literary work will appeal to a painter, or that every part 
of a work is suited to his peculiar talents ? What is meant exactly by a book 
appealing to an artist ? What importance for Art-creation has this phrase 
" appealing to an artist " ? What two purposes in general have illustrations 
come to serve in books ? What kind of book has become very frequent that 
hardly belongs to Literature as an Art ? To what is the gigantic development 
of books containing information in modern times due ? Why are illustra- 
tions so useful in books on travel ? What can we learn from this regarding 
the distinct fields of Literature and Painting ? Why is there a satisfaction in 
the * process-reproductions ' of photographs of savage races, etc. in books of travel ? 
In what way are they far preferable to the old wood engraving ? Did the 
latter presume to any Art-beauty ? What is the main object to the illus- 
trations in books conveying information ? What reasons are there for 
cultivating two Styles of picture for the illustration of belles-lettres and edu- 
cational books respectively ? Point out some examples in educational works 
of absurd attempts to combine the two Styles. Is it of the least importance 
in a strictly scientific work to attempt any sesthetical effect (in illustrating a 
sulphuric acid factory for instance) ? What is wanted in an illustration to a 
scientific book aside from the clear explanatory diagram ? Are the outlines 
drawn with perfect precision, in our books on Architecture even ? Why is it 
such a waste of human labour to introduce meaningless finish, or background, or 
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details into a picture designed solely to illustrate some particular point ? Why 
would the illustration often be better for its purpose if all unnecessary shading- 
effects were omitted ? To what is the clearness (comprehensibility) of a pure 
diagram due ? Can the astheticcU value of a landscape-sketch be very impor- 

tant if * reference-numbers ' or figures are promiscuously distributed over its 
surface ? What is wanted in a relief-map of a country ? Why is that very 
much wanted ? If the picture has an aesthetical value for its raison d'etre^ 
why would the artist hardly betake himself to the expression of topographical 
facts? What is wanted in this case? Why is it very much wanted? 
Do we always get it ? Point out some illustrations to books of travel that 
neither give one clear information, nor are pleasing in themselves. Why is 
one precise line of what we wish to learn worth a whole page of elaborate but 
meaningless detail? Summarise all the reasons for two different Styles of 
illustrations from the standpoint of (1) greater efficiency of product ; (2) eco- 
nomy of energy in execution; (3) encouragement to two different kinds of 
artists to cultivate a consistent Style, instead of the bastard no-style of pictures 
that solicit naturalistic criticism without satisfying it, and pose as artistic pro- 
ducts only to deaden our sense of what is beautiful either in Nature or in Art- 
processes. Discuss the problem of the Style of illustrations to pleausure-books 
for children. What might we learn from the cheap prints of the Japanese re- 
garding the fittest Style of * print * to put before a child ? Should children's 
books be expensive ? In what way may a picture be the hest possible in a 
certain way without being expensive, or needlessly wasting human energy? 
What considerations apply to dolls and books alike in this regard? What 
are some of the inanities displayed in a modem naturalistic doll? Does 

its manufacture encourage one single phase of noble labour ? What is the 
great difference between the painstaking painting of mountain scenery, and the 
attempt to model and colour a doll like the original object ? Does it ever 
deceive anyone? Would it be doing any good if it did deceive anyone? 
Does the fact that hours of time and labour are spent in giving a hectic flush to 
a perishable plaything for a four-years-old child reflect great credit upon the 
abominable coloured pictures we put' before children ? Does it take any more 
labour to print one colour than another ? Do the coloured plates in children's 
books need to be complex — many figured and many coloured ? Why is the 
simple decorative effect of bold outlines with flat colouring very well suited 
to the purpose? Does simplicity of colouring mean that the crudest 

colours in the worst juxtaposition and a varnished appearance are the best 
to cultivate the colour-sense we so lack? What can we learn from the 
Japanese decorators in the matter of colours and pleasing juxtapositions? 
What cannot be learned from our presumptuous chromos, Swiss landscapes 
and 'historical subjects,' and industrial interpretations of the Old Masters? 
Are there any reasons for supposing that the colour-sense of the child is 
the father of the colour-sense of the Man ? Summarise all the reasons for 
believing (1) that colour is an important feature of pictures for children; 
(2) that this is not inconsistent with the cheapness that should characterise 
what is given to healthy children; (3) that complicated naturalism is incon- 
sistent with the ephemeral character of the books and the end for which they 
ezisty and opposed to the simple but good-in-so-far-as-it-goes treatment neces- 
sary to keep the work from degenerating into the tame, inaccurate complexity 
which follows trying to make a great show for half-a-dollar. Give some 
instances from children's books of lithographs with badly chosen colours, lacking 
all decorative beauty, and, in so far as reproducing Nature is concerned, inae- 
cmrate and unpleasing. What Style of illustration ia best fitted to reproduce 
specimens of Architecture? Is anything more than accurate outline necessary 
for histories of Architecture ? What architectural features are reproducible 
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in small pictures, and what are not? What are some of tlie delicacies of 
shading required to sug.t,'eat the effect (of a detached feature even) of fine Archi- 
tecture ? la it possible in a painting even to suggest the aasthetic effect of 
a building, and, at the same time, bring out the ornamental detail for stud// ? 
What must result when a picture ignores the colour of po^,yeft.rome- decoration ? 
What ia the most fitting process for reproducing pencil drawings ? What ia 
wood engraving as most strongly differentiated from any other process ? What 
is meant by half-tone pictures? Ia it absolutely necessary to print wood 
engravings with black ink ? Why are books printed in black ? Would a 
book become an Art-work if the letters were printed in colour upon a paper of 
the 'complementary' colour? In what respect is the reproduction of a 
painting by a steel engraving like the reproduction of an orchestral com- 
position upon a piano ? Would it pay to copy a steel engraving in Painting? 
Comment upon the conventionalism of using straight lines to suggest movement. 
Ia this a purely arbitrary symbolism ? Has it any foundation in objective 
Nature ? Why has the syrabol of the sun as a rule lines radiating from it? 
Does the sun send out flames in this fashion ? What does Photography tell 
us about the sun ? Does a photograph (instantaneous) of a ball in motion 
display it as leaving long black lines in its track ? How is it, then, that the 
use of lines to surest motion so persistently survives (cf. Comic lUustrations) ? 
Can a photograph tell ua anything about how objects appearl Will our eyes 
probably ' get over ' seeing rays when we look at the sun, and a circle of light 
when we look at a live coal being whirled through the air ? Do instantaneous 
photc^;raph3 show tliat lightning runs about like sparks in burnt paper ? Is 
a photogi'aph of a landscape just what we see when we cast our eyes over it? 
Is the microscopic enlargement of minute portions of that photograph what we 
see when we glance at the real landscape ? Why do we bo obstinately persist 
in seeing 'local' form and 'local' colour where we do not see it? After 
studying photographs and treatises upon the postures of a horse in motion, why 
do we try to discover those very postm^a in the movement of the horse ? Does 
Art presuppose a long study of the objective aspects of Nature on the part of 
the spectator ? Does it presume the use of artificial instrumenta, such as the 
photographic camera, the telescope, the microscope, on the part of the spectator, 
either in looking at art-works or in studying the phenomena which they attempt 
to re-suggest? What great danger does tlie artist run from the powerftil 
modern advance in the application of the ' objective ' method ? What danger 
does the spectator run ? What great difference is there for Art-purposoa "between 
things as they may be and things as they ordinarily appear to us^ What truth 
there in the imtnith of ' Unes ' used to represent (suggest) movement ? What 
do the eye and the instantaneous photograph respectively tell us about the 
spokes of a rapidly turning wheel ? Would not a slow ' time-exposure ' repro- 
duce the conditions of the eye better in this case? Does a photographic 
camera tell a lie if it be not worked fast ? At what point does its rate of 
exposure cease to tell a lie and begin to tell the truth ? Is all truth inside a 
camera ? In what sense is the camera a passive instrument and the mind an 
active- instrument in use ? Bring out vividly the lack of reaction of the camera 
as contrasted with the reaction of the eye (mind), viz. how little the camera adds 
to what it receives ; how the camera receives without reference to what it has 
received in the past; whereas seeing, in the case of the mind, ia really founded 
upon every bit of past seeing tlie mind has ever done. Can you explain our 
stubbornness in viewing the camera as the type of ' seeing ' by the ordinary 
presentation of the subject of " the eye " ? Why is the ordinary represen- 
tation of the eye-ball (section), separated from the mind, not true to the process 
of seeing ? Why do we get the idea that aa soon as an image has been thros 
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apon the retina it is already seen, and that^ too, as if it were seen jnst where it is 
thrown upon the retina ? Is this not like asserting that the cam^s perceiveg 
what it is exposed to ? Is there anything to he seen upon a n^ative bef(»e 
it is *' developed " ? In what sense is a " dark-room ** development jnst as 
necessary in die case of the eye? What is the nature of this development 
as distinguished from that of the exposed " plate " ? What further features 
of the * mental reaction ' does a camera not display? Does the projection o[ 
objects in a camera ever cause it to indulge in a train of thought or an emotion? 
"Whiy do we refer the perception of an object to the object iiself, but regard the 
further reaction of thought or emotion as not belonging to the object ? Has 
man always thus distinguished between parts of his mental reaction ? Can the 
phenomena of animism and mythology be referred to the disr^arding of any 
such distinctions as their cause ? In what natural way can the various phases 
of mental reaction be femcied as slowly differentiating in the human mind into 
the tiffo sets, one referred to the object and the other to the subject (percipient) ? 
How would this differentiation take place? How would terror come to be 
disassociated firom lightning? How did a whole phenomenon come to dif- 
ferentiate itself in the human mind into 'causes' and 'effects'? Would 
identity of cause and variability of effects, and dissimilarity of cause with simi- 
larity in effects, lead naturally to a mental differentiation ? Would variability 
in emotional effects of one cause, or dissimilarity of causes of one emotionid 
effect, lead to mental differentiation of perceptions (object) from mental reaction 
of subject (emotion) ? Would this change go on in the indimdttal mind, or 
would it require the comparison of several minds ? Is it inheritable in part 
or whole? Why would the perceptions be re/erred outward to the object? 
Discuss and criticise the following statement: — ^Differentiation of the total 
mental reaction into direct and indirect effects is founded upon the degree of 
uniformity of the mental states. In what way are trains of thought and 
emotions more variable for the same mind and different minds than the mental 
reaction of ' perception of object ' ? What are some of the various ' mental 
reactions ' of various persons at the phenomenon of an accident ? What have 
tliese more uniform and more variable effects to do with asth€ties ? I£ the 
object of a science be to record uniformities in phenomena, which part of 
the total phenom^ia of mental reaction would it naturally turn to, and be 
most successful in handling? Why is it almost impossible to formulate 
the ulterior ' trains of thought ' and emotions of various individuals (stimulated 
by a work of art) into scientific uniformities? Why is aesthetics con- 
signed to the coarser effects of pictures, viz. the more uniform of the mental 
phases of reaction, especially in its b^[innings ? Why do the chief efforts 
formerly seem to have attacked that part of the phenomena of Art-enjoyment 
that is least redlcible to law? Is it probable that the most subtle ramifica- 
tions of the phenomena will ever be fully explained ? Is this any reason for 
not attempting to apply the advances of Psychology to a subject seemingly so 
allied to it as Art-phenomena ? Show wherein seeking to explain some of the 
rougher phenomena of art- works in terms of Psychology is not attempting to give 
rules to artists as to how art-works should be made. Has the discussion of 
the * act of volition ' rendered the act unnecessary in everyday life ? Does a 
discussion of some differences between the camera and the human mind give 
artists a right to put the rainbow anywhere they like in a picture (with reference 
to the sun), and to represent water as running up a bill without any apparent 
cause ? Does the discussion of the aspects of bodies in movement throw any 
light upon the true field of Painting ? Why is it expedient on the whole to 
confine Painting to the representation of the statical aspects of objects ? In 
what sense are conventional suggestions of movement, such as lines, false if they 
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are tru6 ? Is it not perhaps better for a painter to abstain from exciting 
camera-criticism, even where it turns out to be inapplicable ? In what way 
is the sesthetical effect of a work of art liable to be disturbed by exciting the 
' critical mood ' in the spectator's mind ? If a means of taking chromographs 
of a landscape were invented, how would it probably affect Painting? Sup- 
posing the naturalistic tendency of the mind to become viciously developed, 
what Arts might still pursue their way undaunted ? What are the Arts that 
are most highly differentiated from Science ? Supposing Man to have thoroughly 
repressed any tendencies whatever to experience an emotional tremor, what Arts 
might he still see fit to cultivate ? Has Impressionist treatment anything to 
do with the distinction between the way things are, and the way they appear to 
us? Is Impressionist Painting a reaction against the 'camera-method' of 
looking at Nature ? Does Impressionist necessarily mean tame-ism in choice 
and treatment of subject ? How is it that a pen-sketch can be at one time 
disregarding of detail and bold ? Will disregard of detail necessarily insure 
absence of tameness ? Describe some pictures you have seen in which both 
disregard of detail and boldness were commercial features. What does 

* massing for an end ' mean ? Is all massing effective ? What are some of 
the humbug results of ' commercial ' massing ? Describe some features of 

* composition ' which are ' manneristic ' ? Is the way objects " stand out " in 
a picture a legitimate test of the merit of a picture ? Is a stereoptic effect 
peculiar to Painting among the Arts ? Do any of the stereoptic effects of 
Painting equal that of a statue as actually seen, or as viewed with a stereoscope 
in photographic form ? Is not stereoptic effect one of the many features of 
Painting that have a tendency to be unduly cultivated at times ? Mention 
several features of art-works that are admirable when subordinated to an end, 
and simply jugglery when pursued as an end. Does the value of a painting 
depend upon any one of its features ? What is the difference between finish 
for finish's sake, and painstaking delineation of details for love of the object being 
painted ? Is " finish " essentially wrong ? Is it exclusively right ? Give 
some instances of pictures which are minute without being either effective or 
accurate ? Is painstaking delineation of detail in itself an assurance of con- 
summate Art ? Give instances in some pictures in which it is an admirable 
and, effective adjunct. Is rapidity of execution any assurance of merit in the 
finished picture ? Is slowness of execution any virtue in the finished picture ? 
In what respect is Painting the Art ^par-excellence of imitative detail ? Con- 
trast the variety, complexity, and refinement of the means at the disposal of 
Painting for suggesting the aspects of Nature, with those of other Arts, like 
Sculpture. How is this peculiarity further assisted by the nature of Paint- 
ing as contrasted with Music? Is Painting an 'immediate-presentative' Art 
(momentary) ? Allowing, as it does, time for contemplatioi? may it not be 
fittingly more multitudinous and subtle in its expression of truths (facts) than 
other Arts ? Is this not its real field as differentiated from all other Arts ? 
What " truths " and " facts " are here meant ? What class of paintings pro- 
bably caused the recent cry for a greater nobility of subject-matter in Painting ? 
Is the contemplation of pictures in the masses offered in large collections the 
best mode of enjoying the pictures ? What good effect may it have upon the 
discriminative taste ? What is the effect of interminable repetitions of marine 
views and fruit-displays? Is nobility of subject-matter and treatment to be 
furthered by demanding from artists a love of Nature, a feeling for the pre- 
dominant characters of living objects, thorough technical ability, and a feeling 
for the peculiar capacities of Painting ? Have the writings of John Buskin 
influenced Art to a great extent? What are some demands upon artists ' 
therein expressed ? Is it a tenable assertion that the loftiest flights of intense 
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beauty are open to Painting and Music because the conspicuousness of their 
means x)f expression is reduced to a minimum ? In what sense are they the 
least symbolic of all Arts ? Are they less so than Architecture ? To what 
extent does the means (language) of Poetry tend to distract from what is ex- 
pressed? "What is meant by language being a 'conventionally symbolic' 
means of expression ? To what extent does constant practice with language 
assure a very small loss of energy in the apparatus of symbolic representation ? 
How much mental energy is probably ' shunted ' by the formal apparatus of the 
language of a poem ? Is this dissipation of energy not atoned for by the 
vague suggestiveness of wordia as contrasted with the bald and definite presenta- 
tion of objects in Painting ? Is it possible to suggest a great deal * left unsaid ' 
in Painting ? Is Music wanting in * vague suggestiveness ' ? What can a 
comparison of the general relative merits of the Arts teach us ? Will it prove 
conclusively that any one Art is superior in toto to all others? What is the 
essential diflTerence between such an inquiry and one designed to investigate the 
definite ways in which the Arts differ one from another ? Does Zoology waste 
much time upon deciding the relative merits of animals ? Contrary to the 
foregoing, is not Music remarkable by the very conspicuoitsnesa of its means? 
Are the sensuous means and end of emotional expression of emotional Music 
nearer than the means and the end in Poetry ? Do complicated intellectual 
processes intervene in both cases ? Wherein is there a possible economy of 
mental energy in the case of Musie ? In what sense is Painting merely a 
translation of the phenomena of Nature ? What is likely to be the nature of 
a translation as compared with the original ? Can we all of us at all times 
get the original in the case of Nature-translation (Painting) ? Into what are 
the coloured lights of Nature translated in Painting ? Are pigments the same 
as coloured lights ? What change does infinite variety undergo when trans- 
lated in terms of finite variety ? Discuss and adversely criticise the following 
statement : — Painting seeks to put before us a symbolic representation which 
shall as easily and definitely and completely as possible excite in our minds 
images of Nature, and further, to pleasingly stimulate our colour-sense and our 
emotions. In what respect does this selection of traits for depiction, a selection 
necessitated by the disabilities of a pigment-translation of light-effects and mul- 
tiplicity of natural details, differ from the preferential selection of the objects to 
be depicted founded upon the comparative gratification we receive from the con- 
templation of the objects themselves ? Give a list of features of both classes 
from actual art- works. How may we proceed to experience the purely decora- 
tive effect of a painting ? What part of the effect of a painting is often very 
much reduced by depriving it of its title or description of the subject it repre- 
sents ? Why does it require a little practice to look at a painting as a painting 
without reference to what it represents ? Why do many people find their 
satisfaction in the contemplation of mediaeval paintings injured by the religious 
subject represented ? What has given us that keen desire to know all about 
what a picture represents that often keeps us from enjoying a painting ? Why 
are we often disgusted with subtle allegorical pictures ? Is it at all allied to 
that travelling spirit that leaves a man self-satisfied when he has looked at all 
the pictures in a gallery, satisfactorily guessed at what they are meant to repre- 
sent, and found fault with their lack of vivid naturalism ? Why is it that 
many persons object to seeing the Deity represented in a picture boldly as flesh 
and blood ? Is this Naturalism ? Can any representation of the Deity be 
natv/rcdistic ? — of the Madonna ? Does Naturalism mean ' in conformity with 
our conception (of) ' ? Do we conceive the Deity in Man form ? Is not 
mystery one of the parts of our conception ? How may mystery be suggested 
in Painting? In order to get some idea of the intense suggestiveness of 
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costume, try to explain the almost sacrilegious effect of a statue or painting 
which represented the Deity in modern costume. Apply the explanation to 
the means necessary to prevent the suggestion of the outer aspects of contem- 
porary life in the Music-Drama. What care should be expended upon the 
cloud effects and mist when introduced into stage effects? How may the 
proper delicacy be obtained ? Criticise the noise made by the escaping steam 
in some of the scenes represented in German theatres and elsewhere. Why is 
this not compatible with musical effects? Is not one feature of mist in 
Nature its quiet ascent or descent ? 

(D 8.) — ^Why is it interesting to recognise that various Art-activities have 
various * fields ' and to attempt to define these fields ? Is such discussion of the 
' field ' of each Art designed to serve as a guide to the creative artist ? What 
are some of the possible dangers of converting an a posteriori law into a canon 
of criticism, or into a rule of procedure for the creative artist ? Have all the 

inductive laws of science been formulated to the end of practical application ? 
Does the impotence of unaided intellect in the creation of consummate works of 
art militate against the idea that an artist may find some application for intellect, 
viz. that intellect plays a certain role in the arrangement and execution of an 
art-work ? How would you define the field of Music from an examination of 
the past and present works of musical Art ? How would you define the field 

from a consideration of the psychic qualities of Music and its executive features 
(C 4, and p. Ill) etc. ? What are the * Materials ' of Music as contrasted with 
those of all the other Arts? Is a symphony any less unlike an oration 
because the organs of speech are also employed for singing ? What is liable 

to cause a confusion of Music with Language ? Because an ear is necessary 

on the part of the recipient for the apprehension of a recited poem and a 
symphony, does it follow that Poetry and Music are the same ? What ivm 

'parts are there to words which we usually confuse ? Does Music possess the 

combination of the phonetic and idea factors in the same degree ? Can you 

show that the sensations of Music can be felt in the absence of the eye, 
sense of smell, sense of taste, of touch, and of temperature? Can you 
show that the Materials at the command of Music are far less fitted than those of the 
other Arts to the task of imitation, viz. to the easy symbolic suggestion of the 
outer aspects of the world about us ? Is it possible with general ease and 
surety to suggest sensations of sight, taste, smell, touch, and temperature hy 
musical tones ? Why is it expedient for the musical composer to recognise 
or feel the peculiar nature {field) of his Art ? In what way does Music add 

greatly to that variety oi stimulation which is attainable by cultivating the peculiar 
qualities of each Art ? Why is it expedient not to attempt to force Music into an 
imitative field which can be so much better and more easily covered by the 
modes of Painting and the Stage ? Does this cultivation of a peculiar field by 
the pure art of Music negatify the possibility of compound Arts into which Music 
enters as a factor only ? Why is it somewhat gratuitous to attempt to rate 
one Art above another and denunciate the assumed lower Art ? Under what 
circumstances are the works of each Art liable to be the most pleasurable ? 
Would anyone but an Art- critic care to be compelled to devote his whole time to 
the contemplation of works of art of one kind only ? Show that the Small Arts 
that are capable of entering into every-day life, may fill a place and time in our 
ffisthetic pleasure that could hardly be filled under the circumstances by the 
highest works of Painting or Poetry. In what respects is the pleasure derivable 
from art-works of various kinds dependent upon circumstances of every-day life ? 
In what way does it depend upon bodily conditions ? Although Music does not 
possess the means for imitating the visible qualities of objects, it might be 
thought that it might still imitate in respect of objects having auditory qualities. 



D8] 139 

Do objects on the whole display * auditory qualities ' in their normal condition ? 
Are the audible qualities of the majority of objects predominant characters^ 
Do those objects displaying audible characters display such sounds as are easily 
imitable by the various instruments entering into musical performance ? Does 
the whole question of Bealism enter into the consideration of Music ? Why can 
Music not present filth with much degree of success ? Have moral or physical 
abominations any ' audible qualities ' ? What is the difference between the de- 
scription oifedings excited by disgusting objects, and the actual contemplation of 
such objects ? Is " distressing ** the same as " disgusting " ? Might not the 
worst effects attainable by Music be classed under the former head rather than 
under the latter ? Can Music ever become nauseating ? Is the ear less 
closely connected with the stomach than the nose is ? Can Music at its worst 
ever equal the effects possible to Painting and Prose-Description ? Eecognising 
the disabilities of Music in this direction, can it be safely asserted that the most 
e£Bicient field of Music, as distinguished from some modern novels, will lie in the 
cultivation of pleasing rather than distressing effects, and lofty rather than 
trivial or ignoble effects ? How may the same conclusions be arrived at in 
unother way ? What are some of the lofty effects attainable by Music ? 
What are the different qualities of Music and Painting that relegate them to 
lifferent fields of activity ? Can Music present space-relations ? Can Music 
by itself call up mental images of particular objects of all kinds with ease, 
distinctness, and surety in aJl the minds of an audience ? Can it present the 

space-relations of particular objects with " ease," etc. ? Eepeat the reasoning 

by which the conclusion would be arrived at, that Painting should not attempt to 
represent a series of events by a series of paintings, and that Poetry should not 
attempt to paint objects and their space and other relations. ^pply the same 
course of reasoning to contrast Painting and Music. Why is it so fitting that 
an Art should do that which it can hest do ? What is the distinction between 
subjective and personal? Which is the more inclusive term ? In what way 
is Heaven a more fitting theme for musical treatment than the other place ? 
Why does Music differ so much from Literature in this respect ? Explain just 
why Music can be so excruciating if it takes the notion ? What is the difference 
between disgust, pain, and sorrow ? Upon what grounds would you base this 

assertion : — The field of Music lies more in pleasing effects than in distressing 
effects ? Why is Literature so much less limited in this regard ? Show 
logically that the very points in which Music and Painting are severally weak, 
are those points in which they are inversely strong. If the powers of Music 
and Painting are complementary, what might result from a combination of the 
two ? Does Pantomime plus Orchestral Music completely obviate the weakness 
of each Art ? What additional element would further unify the two ? Show 
that by the addition of Poetry to Music and Pantomime the weakness is reduced 
to a minimum. In what sense is Poetry the complement of Painting and 
Music ? What is the nature of the effective ' unit ' springing out of the com- 
bination of these complementary Arts ? Show that Painting should take the 
form of pantomime, and Poetry the form of musical dialogue, in order that this 
Unity be perfect. What is it that Music and Gesture can best express ? Is 
either Music or Gesture a good language for the expression of abstract scientific 
ideas ? What kind of Poetry is the most forcible expression of that which 
both Music and Gesture can best express ? Which is the most emotional kind 
of Poetry ? Do all considerations tend to show that the kind of Poetry most 
suited to present a Style when combined with Music and Painting (represented 
by the Stage) is the Drama ? What other reasons are there for the conclusion 
that the combination of the Stage, Dramatic Poetry, and Music will constitute a 
Style of art-work ? What form would the dialogue necessarily take in order 
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to hannonise with the orchestral Music ? What is the danger which com- 
pound Arts run that include a large proportion of immediate-presentaiive elements, 
like Music and dissolving pictures ? What features of our mental states 
make compound stimulation difficult and yet possible ? What are some of 

the devices that works of art display for prevention of over-stimulation ? 
What might be some of the possibilities of Art if our own minds were capable of 
the simultaneous consciousness of several different stimuli ? What features 

might works of art display if exhaustion of sense-organs and nerve-centres 
were not a fact of life ? In what way is dramatic Unity an aid to compre- 
hension? In what way is logical sequence of ideas an aid to the compre- 
hension of the ideas? What corresponds to logical sequence in Drama? 
Do emotions originate, develop, and succeed each other in a logical manner? 
Do objective events succeed each other logically in all cases? Do events 
ever spring out of emotions? Are emotions ever caused by events? Is 
there any logical sequence in the two cases? Does logical ever mean 
uniform? Would a uniformity in mode of sequence of phenomena ever 
come to be regarded as a logical sequence ? What are the implications of 
' uniformity in order of occurrence ' and * deduction ' ? Can the probable effeds 
(viz. actions, etc.), which given emotions would cause, be predicted ? Can the 
probable emotion which a person would experience from an event be predicted ? 
Give concrete instances from personal experience if possible. Does Dramatic 
Unity entirely preclude the unexpected? Does it in the majority of cases? 
If you are expecting an occurrence, are you surprised when the event actually 
takes place ? What is the psychological law under which the reduction of 
surprise, trepidation, distraction, or confusion of mind by repetition of ^ent 
arises ? In what way can Dramatic Unity reduce expenditure of mental 
energv (effort of attention, reasoning, etc.) on the part of the spectator? 
The Music-Drama being an art-work, and appealing to the sense-orgsniB in 
large part, what would be most ruinous to its aesthetic effect? In what 
sense does Unity tend to give that ease of experience that largely dis- 
tinguishes Art-contemplation from forced labour? In what respect does 
a generalisation of scientific facts make easier the comprehension of the 
phenomena underlying them ? Can you distinguish two kinds of Unity — 
one arising from the imitation of a natural object displaying organic Unity 
(as a tree) ; and another mentally produced, as the harmony of tones in 
a musical composition, or the binding together of facts by a metaphysical 
interpretation (a theological system)? Under what head would Dra' 
Tnatic Unity come, under that of mental induction or mental production ? 
Is there any evidence that dreams display certain features of both processes ? 
How do you conceive that Schopenhauer was led by his philosophical system to 
his theory of Music? What fact do you find forcibly suggested by this 
theory, and what is reprehensible in the theory from the scientific standpoint ? 
Draw a clear distinction between emotions and the causes of emotions. Can 
Music hy itself excite any emotions ? What is the difference between ex- 
citing an emotion, and suggesting an emotion ? With what degree of distinctness 
can unaided Music suggest particular emotions ? Is Music properly identifidble 
with Emotion ? In what regard does the theory find application to E. Wagner's 
Music-Dramas ? Discuss Music as a suggestant of emotions. In what way 
can Music make stronger and keener an emotion already definitely suggested by 
words ? Do Euskin's " Ideas of Power," etc. discussed in ' Modern Painters,' 
apply to the various types of expressiveness of Music? Can a musical 
theme be * graceful * ? What corresponds to ocular ugliness in Tone ?. Why 
are the more subtle suggestions of Music so difficult to explain? Which 
group of our mental experiences is so difficult to classify ? A painting may 
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last over a hundred years, and the performance of a symphony only forty 
minutes. How, then, can a time-element be absent from the first and present 
in the second ? Why is the enjoyment of a symphony confined to the per- 
formance of it ? In this respect, how may it be said that Music as an Art is 
more presentative than Painting ? Under which class does Drama come ? 
What effect has this affinity of Drama (as performed) to Music upon the con- 
densation which is necessary ? Why is the Novel more fitted to present the 
slow developments which often mark the same events in life ? What renders 
the " lapse of years " during the entr'acte necessary in Drama ? In what way 
is the execution of the conception^ of a symphony more complicated than the 
'execution' of the 'conception' of ^picture? Why? Why cannot tones 
be put upon canvas ? Some wall-paintings are many square yards in extent, 
and some paintings represent whole miles of land and sea. How large is a 
symphony, and how can it paint space ? Give a clear statement of the 
differences between Music and Painting. It is often asserted that Music 
stands pre-eminent in its power to portray emotions. What can you discern in 
the psychic nature of Music to make it so ? How large is a keen emotion, 
and how much canvas would it take to represent one ? How would you 
represent Pleasure and Pain respectively upon canvas ? Does an emotion we 
may be experiencing stop when we close our eyes? The sensation of an 
object ceases with the removal of the object. Does the consciousness denoted 
by an emotion coincide with the presentation and removal of the object of that 
emotion ? What subjective time-element is there in the experiencing of an 
emotion ? Do all emotions require ' presentations of sense ' for their existence 
(genesis, stimulation) ? Are emotions excitable and banishable at wiU ? How 
long does it take to call up the image of an object and banish the image ? Can 
we feel an emotion at will ? Trace aU the analogies that you can between 
Music as listened to, and an emotion as experienced. Are there any changes 
in intensity and force of an emotion as felt ? Do our sensations of ornament 
undergo considerable changes in intensity while we look at the design ? Com- 
pare Painting, Music, and Emotions in the three following aspects, and judge 
which two present the greatest analogies : — (1) Absence of element of space- 
relation; (2) time-element; (3) variations in intensity. Is Music an 
emotion ? Is an emotion Music ? Which Art can best handle passion in 
its outward aspect ? In what way would emotional Music be likely to differ 
from formal Music ? Does induction display any such differences between 
more formal Music, and Music destined to suggest certain phases of emotion ? 
In what way is Formality opposed to Passion ? Can the above differences in 
the two types of Music be deduced as the outcome of the difference of mental 
dynamics concerned in generating musical phrases in connection with the idea 
of an emotion, and without any such idea being present to the mind of the 
composer ? What is the nature of emotions as most distingxiished from the 
placid operations of the mind (' indifferent perception' and ' cold reasoning' )? 
In what way are acts, impelled by the emotions, naively recognised as apt to be 
lawless ? What are some of the features of Berlioz's Music ? (Cf. Fantastic 
Symphony.) What were some of the characteristics of the Romantic move- 
ment ? What phase of the development is represented in Music ? Why 
are mannerisms so offensive where deep and sincere emotions are concerned ? 
Why are passages of conventional recitative, or of executive display, so offensive 
when interpolated in parts of Music otherwise expressive of sincere emotions or 
religious sentiments? What is the purpose of transition in art- works? 
Mention some cases where abrupt changes are more effective than a gradual 
transition would be? Give some instances where abruptness of change 
detracts from the art-work. Wherein lies the unpleasantness of a sudden 
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Drama ? A common melodrama will " afifect " us much more than a music- 
drama. What recompense for its lack of enthralling incidents does the 
Music-Drama' present ? Can the beauties of Music be enjoyed in a state of 
excitement ? What are some of the practices of authors of sensational novels 
and plays that savour strongly of trickery ? Why do suspense, mystery, surprise, 
complications, all have a much smaller place in Music-Drama? What are 
some of the neatly devised and subtle mysteries, arrangements of events, sur- 
prises and revelations, and ingenious applications of uncommon scientific facts 
that are discernible in Jules Verne's works ? What objects have his works as 
opposed to the object of the Music-Drama ? Can you show that the Music-Drama 
can well afford (even if it were not compelled to) to be " slow " and " measured," 
in that it has the great additional factors of Instrumental and Vocal Music to 
occupy and delight the mind ? (Cf. Greek Drama.) What is the difference 
between mystery which appeals to the intellect, and mystery that is sensuous ? 
(Cf. p. 137.) What prevents our critical faculties from condemning the scene 
offered to our eyes as the curtain rises upon the * submarine ' scene of Wagner's 
Bheingold, act i. sc. 1 ? Why should clear vision suggest so forcibly the 

conditions of actual life (outer aspects)? Could you demonstrate that the 
illusions of the madman are perfectly natural, although pathologic, inasmuch as 
he diagnoses his states of consciousness, as we all do, assuming their extreme 
vividness to be a proof of a present objective cause ? What bearing has this 
upon the vividness which different kinds of scenes should display ? What is 
mystery in terms of Psychology? What are the conditions for suggesting 
visual mystery? Is mystery exactly the same as mysticism? Can 

mystery be more fittingly applied to ' sensuous indefiniteness,' and mysticism to 
' indefiniteness of conception ' ? Is mystery reducible to a system ? What is 
mysticism ? What is the difference between inability to see clearly, and 
inability to form a clear conception of the whole universe ? What bearing 
has all this upon the distinctness of illumination of stage scenes of different 
kinds, especially in relation to the two types — (1) where the object of the scene 
is to do no more than represent a scene from eveiy-day life in its usual distinct- 
ness ; (2) where the object is to present a scene totally unlike any that we see 
in looking about us ? Is there any reason why scene-painting should not 
rank among the Fine Arts ? Why are there no Old Masters of scene-painting ? 
Why has scene-painting not received the attention it deserved ? Has there 
been much demand for higher class scenery ? Was scenery and the rotation of 
scenery a feature of the Greek Theatre?— of the Shakespearean Theatre? 
What was the nature of the scenery required for the French plays of the 
seventeenth and eighteenth centuries? Do you fancy that stage scenery 
ever exercised any influence on Architectural Painting and upon Landscape 
Painting? Have Claude Lorraine or Turner exercised any influence upon 
stage scenery ? Are not some of the suggestions of Landscape Painting possible 
to scenic effects upon the Stage ? Is the Art worth while cultivating, viz. 
would it not be better to cultivate Landscape Painting as a separate Art? 
What are some effects that stage scenery can cultivate that are not cultivated in 
Landscape Painting? Is not a boldness of treatment — a sort of gigantic 
sketch- style — possible in scenic designs ? Are not light-and-shade effects and 
truth of tone more attainable with stage means than with the symbolism of 
Painting ? Is the scene-painter more in a position to ' command the distance ' 
of the spectator than the easel-painter ? Can this exercise any influence upon 
the peculiar Style of Scene-Painting? What are some of the devices of 
Panoramas for attaining naturalistic effects ? Are the immediate foregrounds 
of panoramas made up of painted objects ? What corresponds to these real 
objects in the case of stage scenery ? Can you trace any effect of stage scenes 
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upon the Painting of this century ? In what way did Drama tend to ' over- 
lap* independent Painting in France? Had this anything to do with the 
Romantic Movement ? Has the way in which the stage * commands the dis- 
tance of the spectators* anything to do with the Style of Scene-Painting as 
distinguished from Painting as an independent Art? Are 'impressionist' 
methods particularly fitted to stage-scenery ? What connection has this with 
the * immediate presentative ' nature of stage performances ? In what way 
can scenery add to the effect of Drama ? What are some natural phenomena 
that can be rendered in scenic effects that are less available for pure Landscape- 
Painting ? What would the dynamics of illumination mean as opposed to the 
statics of illumination ? Is there a peculiar pleasure in the passage of scenic 
effects from sunlight to moonlight illumination, apart from the effect of any one 
or all of the parts (statical) of the process ? Would a series of paintings of 
the parts adequately reproduce the gradual change from sunset to moonlight ? 
Can such effects be adequately suggested by scenic effects upon the stage ? Is 
it worth while to cultivate it as an Art ? Why are dilettante'eittexn^pts at such 
effects hardly worth encouraging ? . Does it hold particularly for this Art, that 
unless an adequate suggestion of Nature can be attained, it is better to renounce 
the attempt ? In what way may the spectator's imagination be solicited for 
filling out those subtle details that could not be attempted without ocular mis- 
statement ? Why is it perhaps better to leave a thing unfinished than to add 
a fahe finish ? To what extent can distance of spectator and reduction of 
illumination be depended upon for preventing any misstatements of the subtle 
effects of natural phenomena? Why may the reduced 'illumination' and 
* veil ' be vigorously resorted to for scenes that do not propose to represent any 
real scene from Nature ? Is there a real demand in the average theatres for 
greater delicacy of treatment (less conventional symbolism) in the treatment of 
scenic effects ? Is the average theatre-goer sensitive to . such delicacy ? 
Does the average spectator at an opera ever contemplate the scenery presented 
to him, more perhaps than to smile at some feature for its lack of deceptiveness ? 
What are some of the possibilities of stage-scenery, especially in respect to 
suggesting the grander phases of natural phenomena and their continuity of 
change^ as well as architectural splendour under controllable conditions of 
illumination ? Stage-effects being known to be fictitious, that is, no attempt 
being made to induce the spectator to believe that he is looking at anything 
more than a stage^ what are some of the deceptive devices of aforetime painters 
(cf. Italian Ceiling-Decoration) that may be safely and boldly resorted to ? Why 
is the procedure reprehensible in one case and justifiable in the other ? What 
have the architectural reproductions in plaster of modem ' expositions ' taught us 
about the use of this feature for stage purposes ? In what way is the process 
of plaster (or other material) applique work applicable to strong effects of * pro- 
jection ' and ' illumination ' of temple facades and other arcliitectural features of 
stage-scenery? Does the vividness of illumination have to equal that of 
objects in full sunlight? What is the comparative intensity of the most 
luminous pigments in paintings, and the coloured lights corresponding to them in 
Nature ? How is it possible to suggest sunlight, etc., with a dull ' symbolism ' 
of pigments ? What is the advantage of this knowledge for Uie Stage ? 
Why is the problem oi finish of extreme importance for stage-scenery ? Why 
is an unexpressive or misleading finish worse than foolish? Criticise this 
assertion : — The time and energy of the workman are fittingly applied to the 
finishing of scenery only in so far as the finish (1) adequately tells us some 
facts; (2) does not seriously detract from the main facts or features; (3) is 
appreciable to the spectators without addition to ordinary keenness of vision 
(as by the use of opera-glasses). Why is the artist compelled to count 

L 
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upon a broad 'normal vision'? What are the disabilities of short-sighted 
persons as regards the contemplation of art- works such as temples, etc. ? In 
what way is total effect often interfered with by closeness of view, viz. by concen- 
tration of visible field ? Would it be expedient for the painter to renounce 
colour, because it would not be appreciated by a colour-blind person ? What 
is the effect of illumination of the auditorium upon scenic effects ? In what 
way does partial darkness of the auditorium, together with the device of a hidden 
orchestra, contribute to the effect of Music ? What extraneous reason is there 
for darkening the auditorium during the performance of a work depending 
for its effect upon retaining the undivided attention of all spectators? 
Why is all display in dress on the part of the spectators out of keeping with the 
Style of the Music-Drama ? Why is it greatly to the advantage of the spec- 
tator who really desires to experience the effect of a serious work of art, to 
conform to usages which render that experience possible ? Why is the re- 
moval of their hats by ladies (cf. rules in German theatres) a wholesome and 
fitting practice? Upon what are the ethics of the auditorium founded? 
Why does the Unity of the performance of a Music-Drama require the suppression 
of distracting practices, such as entering or leaving during the performance, 
whispering, applauding, or otherwise interrupting the performance ? Is there 
any real use of submitting oneself to an art-work unless one is desirous of 
taking the precautions expedient for its enjoyment? Explain wherein the 
nature of the Music-Drama renders precaution on the part of the spectator more 
expedient than other kinds of art-works. What is meant in detail by the 
" complexity of the Music-Drama " ? Why was the Unity of its elements such 
a paramount feature of its Style ? Eegard some of the features of subordi- 
Tuition of the work itself as parallel with the suppression of distracting features 
in the audience. Has the symphony no reason for existence because it cannot 
be enjoyed while busily talking or pushing the chairs about ? Do we go to 
church for the same purposes that we could have attained by staying outside ? 
Is deference to the feelings of others a sign of degeneracy, in that it connotes a 
pathological state of affairs (opposed to the usages of healthy brutes) ? What 
are some of the practical arrangements for the comfort of the spectator that are 
expedient for the full appreciation of the Music-Drama ? Why is personal 
comfort a very considerable feature of aesthetic enjoyment ? What does the 
crowding of theatres result in ? Is there any reason, in this age of boasted 
ingenuity, why people should be crowded, and roasted, and obliged to breathe 
and rebreathe polluted air? Why are the physical conditions for enjoymerU so 
often overlooked as an es3ential factor of an art- work ? Is the enormous size 
of modern opera-houses in deference to Art- ends? At what point does size of 
the auditorium cease to make the performance more effective ? What are the 
limits of size consistent with ease and clearness of delicate orchestral effects ? — 
With clear vision? — ^With propriety of perspective and illumination? — ^With 
ease and distinctness of vocal utterance and of apprehension by the spectators ? 
In what way does the gallery-arrangement ignore the conditions for scenic effect ? 
Summarise all the features of city theatres and opera-houses which savour of the 
commercial and social spirit rather than the- artistic spirit. For what reasons 
is the orchestra hidden in the Bayreuth theatre ? What should be the nature 
of the Action which is proper to the Music-Drama ? Eeligious Painting and 

Eeligious Music have been two great features of Art. How would you dis- 
tribute among Music, Poetry, Painting, and Prose-narrative the various scenes 
from the life of Christ such that the treatment of each may be fittest ? What 
is the difference between the contemplation of suffering, and the actual feeling of 
pain ? In what way might some of the Music-Dramas of Wagner have been 
simplified by a prologue ? What do you conceive was the original raison d'etre 
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of the Prologue t Can the opening scene of r^any modem plays (especially 
French plays) be regarded as a sort of acted (spoken by actors) prologue f 
Take Wagner's Ring of the Nihelutigen (text) and indicate just what a 
jprologue would have served to explain that is actually distributed in the vocal 
dialogue which some people find too lengthy. Is the prologue really an 
artistic expedient ? Would the prologue agree with the form of performance 
of the Music-Drama? Would it contribute to its Style by rendering un- 
necessary much explanatory detail which tends to detract from the effect of the 
Music by occupying the attention of the spectator ? Is it presuming too much 
upon the seriousness of the spectators to fancy that, if they really desired to 
appreciate a grand work of art, they would render themselves familiar with the 
text beforehand ? Why is it insecm*e to depend upon any such universal 
enthusiasm in this day of rush? What danger lurks about art-works that 
have to be conned beforehand ? Would not the artist have a right tt) demand 
it ? Would it not be safer to compose the work so that it would be appre- 
ciated, in great part at least, by those who refused to accede to the artist's 
demands ? Why do we object to being compelled to peruse a bit of obscure 
history in order to appreciate a painting depicting some feature of this history ? 
What is the probable effect of large annual " exhibitions " of paintings ? Does 
the average exhibition of this kind offer the proper conditions of quiet and ease of 
contemplation? What is the probable relation between our physical ^,nd 
nervous condition, and the sesthetical enjoyment of contemplating pictures? 
What reasons were there for building a theatre for the performance of Music- 
Dramas in such an out-of-the-way place as Baireuth? In what way were the 
conditions that obtained there a part of the Style of the Music-Drama as dis- 
tinguished from the evening's amusement in a city play-house? What had 
the mode of performance of the Greek Dramas to do with the high development 
of Greek Drama ? What advantages in the matter of audience did the Greek 
Dramatists have over Wagner ? In what way do we attempt to prepare our- 
selvea for reading a Greek Drama? Could Wagner presume a familiarity 
with Mythology such as the Greek audience probably possessed ? Had 
Wagner's use of the myth anything to do with a revival of Mythology, or of a 
Bel^ous movement ? Although the Scandinavian myths are more properly 
our own, perhaps, than the Greek myths, does one mean any more for us now 
than the other ? Do we believe in one any more than in the other ? De- 
scribe the historical process of the popular replacement of Northern Paganism 
by Christianity. Was the eradication of Northern myths an instantaneous 
one ? Does the Scandinavian Mythology any longer represent our spirit — 
our conception of the universe, and moral and religious sentiments ? Wagner's 
Music-Dramas are said to be somewhat correlated to the idea of the Greek 
Drama. Institute a comparison between Tristan and Isolde and our idea of 
the Greek Drama. In what way does the presence of the factor Music give the 
Music-Drama a certain measured flow — a certain repose — which is conceivable 
as marking the Greek Drama as contrasted with the modern sensational play ? 
Does this trait make the Music- Drama any the more like the Greek Drama ? 
Contrast the two from the standpoint of the spectator. What are the trenchant 
differences between the musical element in the two cases ? What is conceived 
to be the aesthetic fuuction of the orchestral Music in the Music-Drama ? Has 
the Music-Drama any choras in the Greek sense ? Is the form of the dramatic 
element in the Music-Drama quite as artificial as that of the Greek Drama with 
its chorus acting as a sort of soliloquising commentary upon the action ? May 
the absence of the chorus as an * intermediate audience ' be regarded as a further 
phase of the differentiation of the audience from the stage ? As far as the 
spirit of Warner's dramatic action in concerned, does it really differ from that 
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of the modern play as distinguished from the Greek Drama ? What does its 
effect depend npon ? Is it ' epical ' in any sense ? Is it not emotional 
through and through ? Does Wagner observe " the unities " in his dramatic 
developments ? Does the action not display dramatic consistency of develop- 
ment in every part ? Was the musical feature of the Greek play really an 
important feature as Music'i Why could the Greek chorus indulge in didactic 
and moralising soliloquy ? Was the Music of such importance and complexity 
that its sensuous effect would have been entirely ruined thereby ? Wliat do 
you conceive was the miisical character of the Greek chorus ? Has it ever 
been reproduced in modern times ? Does anything like the * four-part ' chant 
of the church-service give one the least idea of it ? What Art has probably 
changed more than any other since the Greek Arts flourished? Why is 
Music a rather indefinite term to apply to every stage of its own development ? 
Does ' orchestra * express the same idea with respect to the Greek and modem 
stage respectively ? What do we mean by Music when we apply it to some 
phases of Oriental Music ? Could the chorus-feature of Drama be applied to 
modern plays? Would it be at all consistent with the tendencies of 
Naturalism in our genre-dra.jnsi? Would we rest satisfied with a chorus 
interpretation of the bearing of the dramatic events? Would it be possible to 
satisfy the heterogeneous ideas and moral sentiments of a modem audience with 
any single interpretation of the acts of the personse such as might be furnished 
by a choral commentary ? Contrast a modern audience with the Greek 
audience. Why is it so difficult in the present day to compose a play founded 
upon Eeligious motives that will satisfy all the spectators ? What are some 
of the heterogeneous comments upon the Passion Play of Oberammergau by 
various spectators ? Contrast the medieval audience of the Mystery Play with 
the modern audience ? Does this difference necessarily imply a difiFerence for 
the better in favour of a modem audience ? Did the Greek audience probably 
receive its myth-representations quite as indifferently as we approach the pre- 
sentation of a Scandinavian myth in dramatic form ? Compare our attitude 
towards fairy tales with our playful surrender to the aesthetic delight of Mytho- 
logy in the form of the Music-Drama ? Would we necessarily reproduce the 
Greek spirit of approaching festival plays if we annually flocked to hear one of 
Ibsen's plays? There were often several temples in a Greek city. Did 
this mean the same thing as the several churches in a modern city ? What 
renders patriotism less universally dogmatic about home institutions than 
formerly ? Was the Greek very prone to acknowledge the principle, * Other 
countries, other customs ' ? Has Drama undergone a development since the 
Greek Drama? Upon what conditions did the Greek Drama depend? 

Compare the * critical points ' of the environment that made both Greek 
Sculpture and Greek Drama possible. Must we place the Shakespearian 
plays below Greek Drama ? Is it not possible that modern Drama presents a 
development of Drama over (beyond) the ancient? What are some of the 
dangers of Mythology as a subject-matter for the modern Music-Drama ? 
What is troublesome in the genealogies proposed by Classic Mythology to the 
modern schoolboy ? Why is complexity of relation and complexity in general 
so unfitted to the Style of the Music-Drama ? Upon what does the delight in 
Music depend ? How may the complexities of Mythology be reduced for the 
purposes of the Music-Drama ? Is there any imitative fidelity to Nature to 
be observed here ? If we no longer believe in the myths, and no longer feel their 
phenomena-implications, is there any great reason for mythic fidelity ? What 
are some of the great advantages of the myth for the ends of the Music-Drama ? 
What freedom from imitative servility and logical criticism does the composer enjoy, 
as contrasted with the employment of historical events and political movements ? 
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What does induction show regarding the trae field of string quartett Music ? 
What does " true " here mean ? In what way do the means at the disposal of 
string quartett Music diflfer from those of the brass band and the full orchestra ? 
Does the ' held ' indicated by inductions from the works of noted composers 
agree with the field as deduced from the nveajis and diflferentiated from other 
fields? What does the feebleness of the means indicate as regards the field 
of expression ? Would it be possible to attain to powerful effects like those 
possible to an instrument with the massive means of power like the fuU orchestra 
or the large organ ? Wherein is the string quartett deprived of a great field 
of brilliancy and variety open to the full orchestra ? Will this explain why 
the string quartett is often denominated *' an acquired taste " ? How far back 
does the realisation of effects of toDal colouring extend in the history of Music? 
Why does it add such a great feature of variety to Music ? What feature of 
powerful effects does the string quartett lack ? What is the function of the 
percussive instruments in an orchestra ? Upon what peculiarity does their 
time-marking power depend ? Why does the piano possess it to a high degree ? 
Does this consideration tend to relegate string quartett to the same fiedd as 
organ Music? Why? What would you designate as the 'general tone' 
of expression of the string quartett ? Can its peculiar delight be referred to 
the absence of strong rhythmical effects ? In what way does it, by cultivating 
effects of delicate harmony, gracefulness of melodic effects, lighter shades of 
pathetic and bathetic expression, actually add to our musical experiences? 
Why would the average hearer hardly take to string quartett Music as his first 
musical food ? Where does Music seem to have begun in its long develop- 
ment? Why can the very refined and inconspicuous effects of the string 
quartett be naturally regarded as an artificial development requiring for its 
appreciation an artificial taste? At what period of Art was the string 
quartett very much in vogue ? What are the dangers of the string quartett r 
In what direction would a composer tend to develop when deprived of forcible 
means, of strong rhythmical effects, and relegated almost entirely to the field 
of harmony ? What corresponds in Music to sententiousness of thought and 
language? Does the string quartett encourage pomposity of composition 
any more than the full orchestra does ? What are the virtues and vices of 
* meandering complexity ' ? Is the range of emotional expression of the string 
quartett great ? What are some phases of emotions that can be well suggested 
by the full orchestra, but are hardly conceivable in terms of the string quartett ? 
What is the principle of Division of Labour that may be here applied? 
Instrumental Music of the dimensions of the quartett is often denominated 
Chamber Music, Are there any parallel instances of division of field in 
other Art-departments? Upon what grounds was the field of the statuette 
distinguished from that of the statue ? What is meant by musical * feeling ' ? 
Does it mean a complete disregard of all the notation which the composer has 
humbly submitted to us ? Does it mean violently " interpreting " the piece 
lest the rendition remind the audience of any one else's rendering ? At what 
stage of his development may a beginner cease to pay much regard to regular 
rhythm and to accuracy of intonation with safety? Cite some pieces of 
Music that are simg with most * feeling ' when the singer pays some attention to 
striking the right tone and keeping the time pretty regular. In what kind of 
compositions does 'feeling' mean expressing an emotion, and in what kind 
merely musical feeling for accuracy of tone and time ? 

(D 9.) — In what respects is Music the ideal of a rhythmical Art ? In what 
sense is the composer more a master of his Materials than the poet ? Is he 

obliged to form a rhythmic mosaic out of Materials with rhythm already 
determined ? Is he obliged to make this mosaic a meaning one in its succes- 
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sion? Are there any hitches or difficulties in scansion in Music? Are 
there any hesitations on the part of the listener (to Music) from being obliged to 
patch together a meaning ? Indicate how much freer his mind is to enjoy the 
sensuous rhythmical pleasure of regular ' beat/ Show that in hearing 

Poetry, the three following elements do not always coincide. The lines of 
mental activity running along in Poetry: — (1) the phonetic rhythm; (2) the 
meanings of the words and sentences, and their connection; (3) Pleasure, 
requiring energy and time to dwell upon the meaning. Show how the 

minimum of intellectual work is necessary in the hearing of Music. In 

what respect is the rhythm of Music much more measured than that of Poetry ? 
Why is it that we would not be satisfied, in Music, with the varying frequency of 
beat of the syllabic metre of Poetry ? How is it that we are satisfied, in Poetry, 
with a very general succession of greater and less accents without reference to the 
phonetic length of the syllables ? In what way is this metrical approximation 
sometimes revealed when verses are set to Music ? Why have notes a certain 
length in Music apart from their accent and the general tempo ot the composition? 
Does the piano bring out this quality of extension of tone well ? Why is it so 
effective in violin (string) Music ? Did Classical metre take cognisance of this 
feature of length of syllables ? What use is made of the long-vowel words 
and the staccato words in English Poetry ? In what way may such features 

in the choice of words add to the suggestiveness of the general tenor of meaning 
of the verse into which they enter ? Give instances. Which kind would best 
enforce a solemn theme, and which a rollicking one ? In what way may the metre 
aid the effect ? Are there any instances in Byron's Ode to the Ocean and Gray's 
Elegy ? In what way may pitch of tone and tempo of reading combine with 
the former features to enforce * general mood,' emotion expressed, or mental 
attitude of speaker or hearer ? In what way does rhyme tend to render a 
* line ' complete in itself, so that the mind naturally pauses at the end ? In 

what way does this tend to prevent the mind from passing the meaning of one 
line over to the next line, when this is required by the sense ? Why does a 

vigorous reading with strict attention to the most comprehensible mode of 
rendition, tend to disregard the Unity of the line^ strive to render the Unity of 
the thought ? Give instances where such a rendering will overlook the ending 
of several lines, and transfer the pauses to the middle or some other part of the 
line than the end. What kind of subject-matter will tend to require such a 

style of reading ? What kind of verse will best tolerate it, and conduce to it, 
rhymed or unrhymed verse ? Why ? Why is rhyme and line-integrity 
not derogatory to some kinds of subject-matter and to some modes of treatment ? 
What are some poems in which the line-integrity is the expression of a thought- 
integrity, \iz, the divisions of thought correspond to the line-division of verse ? 
What are some of the general emotional states that are portrayed by various 
kinds of Poetry ? What subjects solicit a light graceful mode of expression 
and verse-form, and what ones a forcible and less smoothly nmning mode ? 
Are marked effects of rhyme fitted to excited emotional expression ? Is vivid 
(conspicuous) rhyme adapted to dialogue in ' direct discourse ' ? What makes 
blank verse a fitting medium for dramatic dialogue in direct discourse form ? 
When does Shakespeare vary the verse-form from blank verse to rhymed and 
highly rhythmical verse ? Why do we feel that rhyme is inconsistent with 

powerful and sincere expression of strong passion ? Can one fancy a man so 

enraged that he would fall into rhymed couplets as the only effective mode of 
expressing himself ? What is the general emotional tone of Pope's couplets ? 
Why was so much poetic affectation and rhymed slander produced about the 
Popian era ? Do Pope's rhymed couplets and Bryant's unrhymed verse of the 
Iliad both conduce to the same mode of reading? Is the continuity of 
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meaning in either case coincident with line-integrity (ILne-division) ? What 

reasons does Bryant give in his prefaces to translations of Iliad and Odyssey for his 
choice of unrhymed verse and avoidance of the hexameter ? Wherein may 

Scott's Marmion be said to display Style to a greater degree than the Lady of the 
Lake ? Describe exactly the picture which the opening of the latter work 
excites in the mind. What pictures and ideas are aroused by the opening lines 
of iMcUe ? What words and expressions can you point out wUch vividly 
suggest prosaic modern times in the ' setting ' proposed by this opening letter ? 
Do these words heighten the feeling of inconsistency at a letter in metrical form ? 
What constitutes a ' heroic ' theme ? What is a heroic ' setting ' ? What 

is the essential diflference between a heroic and genre theme, which sanctions the 
use of an artificial diction in one case, and makes it appear highly unnatural in 
the second? In what sense is the siege of Troy heroic? What is the 

effect upon us of the great antiquity of the * setting ' and the events in the great 
Greek epic dealing with this theme ? Would it be more effective in prose 
form ? Does the metrical form displayed in some translations strike us as 
inconsistent with the general tendency of army officers to use prose ? How do 
you explain the presentation of contemporary French themes by Moliere in his 
plays, and his employment of an unrhymed diction ? Would one expect these 
themes and features in the Art of his time and country ? What probably led 

Lessirig to renounce metrical dialogue for the purposes of his Minna von Bam- 
hdm and Emilia Galotti ? Would these plays have been more effective in 
Alexandrines ? What is the character of the hero in Ibsen's ETiemy of the 
People ? Would you fancy him naturally speaking in hexameters ? What 
would, however, be a more potent reason than unfitness of character for the 
unnaturalness of such a situation ? Are subject-matter and 'general situation' 
features of Style ? Do these features determine whether the diction can be 
* artificial ' or not ? How would Robinson Crusoe soimd in hexameters ? 
Would its effect be heightened by the poetic form of expression ? Try, as an 

experiment, throwing some of the dialogue into hexameter form. Compare 
Dickens' Oliver Tvnst with Scott's Ivanhoe, with regard to the fitness of the 
literary style to the nature of the subject-matter. Would either be improved 

by an exchange of style of dialogue between them ? What are the essential 
differences between the styles of dialogue, and between the natures of the subject- 
matter of dialogue, in the two cases ? What justifies a man writing an article 
on some subject in a different style than that of his every-day speech ? What 
are some of the subtle changes of speech possible in addressing persons of 
various kinds ? Why do we thus vary our style of speaking ? Will the 
stilted diction which Classical translations have given rise to at various times, 
suit every kind of subject-matter ? What subtle influence does the constant 
reading of Latin and Greek probably exercise upon the lingual dynamics of one's 
own writing ? What are some differences between languages, aside from the 
mere differences of words ? How is a child reared under the influences of 
English and German language liable to show the mutual influence in regard to 
sentence-order and word-formation ? Are some of the unfitnesses which 

obtained in the Pope-period of Poetry explicable upon the ground of cultivation 
of a pompous Classic Style of diction? What are some phases of tender 
feeling and dramatic emotion that are not expressible in terms of Classic brogue ? 
What is modem Drama founded upon as contrasted with Greek Drama and Epic ? 
Is the dramatic bombast of much Classic French Drama referable to imitaiion of 
diction vrithout reaJ, reversion to Classic Drama-fonn and subject-matter ? Was 
the life of the eighteenth century an indoor life as distinguished from the 
Homeric life ? Of what inner (mental) differences is this outer difference a 
symbol ? What features of indoor life are discernible in the pictures of French 
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pastoralism ? (Cf. Watteau*8 pictures, etc.) Is the costume (Louis XV.) sug- 
gestive of spear-hurling ? Can you discern the vdg in Pope's Hope of the Lock, 
EpitaphSy and serious poems ? Compare Homer's Eiad with Pope's translation 
of the same. Did the spirit of Martial and Lucian lie nearer Pope's, talents ? 
What was Pope's training as a poet as revealed in his biography and his juvenile 
productions ? Can you trace the effect of the reading-habit in his similes, 

epithets, etc., as related to Virgil and Milton ? Can one unconsciously com- 

mit himself to a plagiaristic turn of mind without committing any verbal 
plagiarisms? What was the nature of religion at Pope's time? Is 

the wig a symbol of the following tendencies in Poetry: — Mock serious- 
ness ; lack of deep feeling and sincerity of expression ; a lack of belief and the 
force of expression that comes therefrom; triviality of conception, with 
verbosity and pompousness of expression ; artificiality of feelings, and lack of 
aesthetic taste in selection of subject-matter and mode of expression ? Can the 
reading-habit lead a poet to completely mistake the true field of Poetry ? To 
what extent are the following phases of subject-matter not representative of the 
field of Poetry as distinguished from uprose : — Conversation and science ; philo- 
sophical disputations, moral essays, witty epitaphs, lampoon and satire, rhymed 
epistles, and filth? What is the difference between forcible language impelled 
by strong emotion, and sober cold-blooded filth and scurrility ? Has the Art 
of polite conversation probably ever been cultivated to the extent it was in 
court-circles of the time of the Louis ? What development might have been 
aided by this feature of society if the themes for Tragedy had been chosen from 
contemporary life ? In what ways is refined conversation associated with the 
customs and characters of the times, and unfitted to reproduce other times and 
other customs and types of men and women ? Why is it that language has 

these implications ? What was a reason, perhaps, why themes from contem- 
porary life were eschewed, and Classic themes treated instead ? In what 
respect was Corndlle better fitted, perhaps, to treat the character of Bichdieu than 
that of the CW? Is the Cid originally a representative of the 'indoor' 
character V What kind of psychological anachronism is liable to result from 
the treatment of the grand figure of the legendary history of Spain by a dramatist 
of the time of Louis XIV. ? What importance for the Dmma has the distinction 
of character between the (1) reasoning man, and the man of feeling ; (2) talking 
man, and the man of action ; (3) the man of conventions, and the man of impulse ? 
What stood in the way of Rococo poets interpreting Honur ? What stood in 

their way of presenting their own life in Drama ? What bearing has this 

upon the great connection in Literature between subject-matter and mode of 
literary treatment? Does Style depend ultimately upon the life which people are 
living ? (Cf. E.) ♦ Is it at all probable that metre, in its beginnings, was designed 
to aid the memory ? Did the ancient bards sing or recite from manuscript ? 
Is metre an aid to memory ? Is it less difficult to memorise verse than prose ? 
Is rhyme an aid to memorising? Does metre render reading or speaking 
easier ? Why ? Does it make listening easier ? Does it render language 
more forcible? Does the regularity of recurrence of accent of metrical 
dialogue vaguely suggest to the hearer an unaccustomed manner of speaking? 
Would Ibsen's plays be more effective if his modern types of character spoke in 
blank verse ? Does not blank verse carry with it some changes of the sentence- 
order ? Are there any cases in Literature where the dialogue would be in- 
effectual if it were unlike every-day conversation, and other cases where the 
dialogue would be ineffectual were it like every-day conversation ? Give a 
number of personal instances of the power of suggestiveness which words possess. 
What is the psychology of this ' suggestiveness ' ? What forms of verse allow 
the last word in a line to be directly joined to the next line (in order to make 
the meanivg clear), and what forms of verse suffer a serious ' hitch ' from such a 
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rendering ? Give instances. Why does metrical arrangement of accented 
syllables make us very sensitive to any unnatural disposition of accent in a 
word ? Is this another case of ' expectancy ' ? Give instances. What 
would be the effect of rhyming the final words of every eighth line, according to 
the scheme abcdefg, abcdefg, ab, etc. ? Try to compose some verses 
in which the rhyming words belong to four, five, and six lines respectively. In 
what kind of verse is rhyme felt very strongly ? What connection has short- 
ness of line with obtrusiveness of rhyme ? What psychological phenomena 
does perception of rhyme display ? What law of memory is rhyme subject 
to ? Classify the effects of rhyme in the above empirical verses. With 
what kind of subject-matter does vivid rhyme seem to be most consistent? 
What ought to follow concerning the length of lines in a poem dealing with 
solemn subject-matter ? Discuss this reasoning : — ^Rhyme is associated with 
certain emotional states ; but rhyme is rendered more vivid by short Imes, there- 
fore the form of verse adapted to express the particular emotions should be 
marked by short lines. Can you discern any such association in examples 
from existing Poetry? Do not both rhythmic and rhyme-effects depend 
largely upon the vood rendering of the Poetry ? Is there any Poetry that 
displays a change of length of line during its course ? Are there any uni- 
formities in the mode of change ? Are there any poems that undergo a change 
in the intensity of the rhyme during their course ? Can you remark any 
change in the nature of the ideas expressed, that accompanies these changes in 
the outward form of expression ? Why would you be inclined h priori to 
suppose that opera texts would display such a phenomenon ? Do they ? 

Is it a real case of fitness? What is the effect of rhymes within the line? 
Why are lines not often twenty "feet" long? What is the effect of lines 
containing only one " foot " ? — ^What is the effect when such lines are rhymed ? 
Why would an investigator of the aesthetics of rhyme and metre go to the 
extent of trying the effect of abnormal forms of verse? What would be 
meant by the pathology of verse, and what light would it throw upon the 
physiology of verse ? Describe in detail a method of investigation that might 
be carried out with the aid of a good versifier, to settle some vacillating ideas 
about cause and effect and fitness in verse-form. Are there any reasons for 
the existence of more than one verse-form ? Trace the development of different 
verse-forms from ancient times. Can the course of development be expressed 

by any single formula ? In what way does the outer form of a whole play 
in * Alexandrines ' affect the hearer ? (Cf. French Classical plays.) What 
connection can you trace between the nature of the subject-matter (emotional) 
and the following features of verse form : — Number of lines in verse ; number of 
'feet' in line; Tdrvd of feet (Iambic, Trochaic, Anapaestic, etc.); rAy?we, and 
rhyme-scheme ? What are some of the most frequently occurring emotions in 
lyric poems ? Tabulate the above outer features from the best lyric poems, 
and observe whether any general associations between sentiment expressed and 
outer form is discernible. Would you be led by any a priori conclusions to 
expect any uniformities of association between the general emotional tenor of the 
poems and the outer form of expression ? In what Shakespearian plays is 
prose dialogue exclusively employed ? — In what ones blank verse ? — In what 
ones a mixture of the two ? — In which do the greatest number of ' lyrics ' occur ? 
Can you generalise from these Shakespearian plays any associations between the 
nature of subject-matter and use of prose dialogue, blank verse, and rhymed 
verse respectively ? Can you do the same in opera texts ? How would 
you describe the function performed in operas by spoken dialogue, recitative, and 
song-form respectively? What do we experience at the sudden transition 
from spoken dialogue to recitative (accompanied by orchestra)? Why is the 
transition more abrupt from prose soliloquy to song (aria) ? What do we feel to 
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be false in these unnatural transitions ? Do such transitions occur in eveijrij 
day conversation ? How may we utilise this fact of unpleasant shock at si 
transitions to indicate to us the trtie field of the Music-Drama? What playt 
in general would have their dramatic efiect most sadly injured by making thffii 
dialogue ' musical ' ? What Operas or Music-Dramas would sufifer most iJj 
being reduced to the form of spoken dialogue? Discuss the method of 
* imaginative variation ' of conditions as a test for the merits of the peculittl i 
Style of a work. What songs would lose most of their beautiful character hf 
being read instead of sung with instrumental accompaniment ? Give instance^ 
of some songs that would be more effective if the poetry (text) were merely read^ 
Can you discern in this method of treatment a test of the fitness of a poem £d9 
being set to Music ? What is the real basis of this test, and how could the 
following principle be justified : — In a ' compound ' art-work, if any part can be 
more effectively rendered by itself, it has no special fitness to form a part of the 
particular art-work ? Why will the text of some Music-Dramas hardly stand 
reading ? Why will the Music of some of Wagner* s Music-Dramas not stand 
an independent performance, viz. an orchestral rendition as of independent 
Music? Can you show that the same mischievous effects can be induced 
during a performance of a Music-Drama by directing one's attention too ex- 
clusively to one feature of the performance — as the Music, or singing, etc. ? 
What is the exact reason why a prosaic subject-matter and mode of treatment 
are hardly consistent with metrical form ? Why is rough prose so effective 
in some writings ? Can you trace any particular fitness between CarlyWs 
subject-matter and his rugged prose? When we read dialogues between 
persons pretending to be like those we are used to in every-day life, what further 
reason is there for using unadorned prose ? Why does the often used ' poetic 
license ' often need justification ? What is the real basis of ' poetic license ' ? 
Show that extraordinary subject-matter requires extraordinary diction. Show 
that every-day * situations ' demand colloquial dialogue. Show that Science 
needs a scientific brogue to make itseK effective for its ends. Does hexameter 
verse, or any other species of verse, mean a metrical arrangement of word-accents 
simply ? Why do we so often conclude that the only difference between Prose 
and Poetry lies in the differences of the outward form ? Has the newspaper 
anything to do with this result ? All novels are not written in hexameters. 
Do the characters always speak naturally 'i What unnatural features are 
there in- Poetry beside the mere outward metre and rhyme? You can 
probably feel how absurd it would be to use hexameters in society, or business, 
or science. Does it make it any less absurd to represent people using 
hexameters in these situations on the stage or in books? Under what 
conditions only is it tolerable ? Show that Ehetoric may be regarded as a 
study of Style from the standpoint of Fitness as applied to Literary Art. 
What are some of the devices which Ehetoric displays for fitting outward ex- 
pression more perfectly to subject-matter in order that a certain function may be 
better performed ? What is this * function ' ? Does Ehetoric treat only the Art 
side of Literature ? To what kind of subject-matter do the chapters on clear- 
ness specially apply ? What quality is of great importance in scientific expres- 
sion ? As a sort of laboratory exercise, take an ordinary school ' rhetoric ' and see 
if you can rationally interpret every law or rule as a functionally employed feature, 
describing just what the function is, and how it is subserved by the given device. 
In what way may all features of art- works, such as subordination, continuity, 
etc., be reduced to various phases of (or factors in) Unity ? Can you show 
that a term is needed to express this Unity as applied to any one set of con- 
ditions such as that given by any one mode of Art-treatment : Sculpturing, 
Painting, Engraving, Weaving, Combining Tones, Combining Ideas, etc. — viz. 
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I Unity as applied to any one field of Art-ai*tivity ? Detino tSVy/f in tlii^ sense. 

I What makes Unity of such im]M>rtance in art-works? Hnvi* ynu succimmIimI, 

I to your own satisfaction, in reducin*; Unity t<> an (tnlcrly :irran>:i*ini*]it spriip^in;; 

' out of Mode of Execution, or productHl in dcfon'm*!* to tlie various ipialitifs nf 
our sense-organs and Mode of Penv]»tion. ami iinuUy in tlctrivnt-o t4i dur mind 
in respect of comprehcnsibility and I'nintions as a means nl' attain ini: s<>me 
particiilar emotional effect (such as th<* effrrt of a drama or a nuvol as a wlmlc ) ? 
Criticise the following statement: — Style means surh an cmiilnyniont of the 
given means of a particular Art that tin* a'stliHical faculties may )•«* sati.sfactorily 
stimulated (without over-stimulatin<;), and henre indudt's all tht* U'atnrt's uf 
' Unity in variety ' that have heen mentioniHi. SlyK\ further, serves us as a 
concept in seeing fr7»// the Uniti/ must assume diff* n nt jnrms in ditferent art- 
works, for Style has reference to a particuhir mmnti i>f * workin;; * (exeeution of 
art-work) and means of stimulation. Hence it eiiunote.s sui-h a eornNS]M>ndenro 
between the muaiis and the end of the particular Art -activity tliat the must 
fitting effect will be sought for by the most tittin;.; means. Ileui-e the limits of 
the Arts: for Style connotes a specialisation (»f function among the various 
modes of treatment given or pro)M>sed by the vari«»us Art -departments (pn>- 
cedures). Unity is an inductive law, drawn from an examination of all 
art-works. Style shadows forth the reason why that unity takes partiruhtr 
forms for the various art-works of a i)articular class. AVhal fi»nn d«K».s 
subordination take in Sculpture and Drama resjKictivoly ? IL»w can there bo 
(me concept subordination and several dillerent nnirretr phases aa «iisi)lay«Hl in 
art-works of different kinds? Has the princijde of curvatun- or radiation 
(cf. Buskin) any meaning for Musiv'i To what still more abstract concejit 
do these ideas have to be reduced l)oforc any cimcept can be deriveil apj»licable 
to Music? Does the idea "continuity'* apply lioth to Architecture and to 
Music? Is its JEsthctic foundation the same in both oases? Show that 
in one case (Architecture) it is baseil upon (/rariti/, which cannot possibly refer 
to the tones in Music : — That parallelism can hardly mean the same when 
applied to figures in a picture anil to phrases in a hymn. What is useful in 
these very general ideas ? Why are they dangerous when it is a matter of 
explaining the features of art-works that they stand for ? ♦ Does the average 
reader of Homer's Iliad become very much excited ? Is the effect just the 
same as that of an exciting play or novel ? What recompense has the Iliad 
for this tamer eflfect ? What is the tameness of efil'ect due to ? Is it a 
valid comparison to parallel the above dift'erence by the difference between the 
Ventis of Milo and one of Canovas excited figures ? If all the grand ' episodes ' 
of the Iliad were eliminated, and the whole re-cast upon the structural lines of 
severe dramatic Unity, would it yet give the ' dramatic thrill ' of a sensatioflal 
novel ? Has antiquity of theme anything to do with the difference ? The 
novels of JSbers, with certain historical epochs as their background (especially 
Ancient Egypt), are regarded as successful essays in this line. Are they really as 
thrilling as a tale of adventure with the present for its background ? What 
two styles are possible here, having regard to two different iEsthetical Effects 
aimed at ? What is the Style most peculiar to religious Poetry ? How do 
you explain the effectiveness of such features of Poetry as the metaphor, sentence- 
inversion, etc. What replaces the metaphor in Science? For what purpose? 
How does the lecturer seek to make vivid and definite his ideas to a popular 
audience ? Is the effect of the simile in Poetry merely a cumulative one ? 
Does it not add beauties of imagery of its own to the context ? Does it 
render more vivid and definite the idea it parallels ? Is the metaphor more 
effective at times than the simile? How can compelling the hearer to 
see the likeness for himself, add pleasure to his mental activity ? Is this 
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{)arallel to the flatness of an " explained point " in a joke ? Is the metaphor 
ike 'variety' in that it prevents prosaic tameness? Why is it dangerous 
for the metaphor to be too far-fetched or too intellectually subtle ? What 
is the effect of the very frequent use of the metaphor? What is the 
difference between a natural metaphor and a witty one ? In what way does 
the too frequent, or the too subtle, or the too artificial metaphor tend to 
give the mind too much mental labour to be consistent with the means and 
end of Poetry ? What ' marches on ' in Poetry whether the hearer has time 
to enjoy the metaphor or not? Do similes and metaphors depend upon 
the environment ? What conclusions might be drawn from Homer* 8 similes 
regarding the familiar features of the life of the ancient Greeks ? Would we 
spontaneously employ the same similes now ? Why do we feel a slight 
anachronic twinge when Pope employs an ' open-air ' simile ? Why are types 
of natural similes somewhat local in time and space ? Upon what does the 
spontaneity of simile-conception depend on the part of the poet, and eflfectiveness 
and vividness on the part of the hearers ? What are the implications of vital 
familiarity through long and common experience in this case ? Would you 
expect a priori that the similes natural and effective to an inland tribe would be 
exactly similar to those of a sea-infesting tribe ? Would similes derived from 
snow and ice (" Like a snowflake in the water," etc.) appeal very strongly to an 
equatorial tribe in the desert ? What is liable to affect types of similes in 
* large-city* life? What influence has multiplication of employments and 
division of labour upon simile, conception and appreciation ? What is the 
psychology of the poetic simile ? Give some instances of simile and metaphor 
usage in language which savour strongly of modern life as contrasted with 
ancient or with primitive life, and of city conditions as distinguished from 
pastoral states. In what respects are they often unfitted for poetic employ- 
ment ? What are some objects that are unadapted for treatment in Sculpture 
for the same reason ? Do metaphors tend to become synonymous ? Can 
you discern a relation between art-work and environment constituting Style in 
the matter of similes and metaphors ? Under what social conditions may it be 
difficult to employ living figures of speech that will be highly poetical ? What 
has this to do with Sculpture as a living Art ? (Cf. E.) What figures appear 
before you in reading the Iliad ? How are they dressed ? Could you draw 
them as they appear to you ? Would a collection of such drawings by dif- 
ferent readers of the Iliad be exactly similar the world over ? How would a 
man utterly ignorant of Greek costumes represent them to himself? Would 
reminiscences from his daily impressions of dress creep into his representations 
of the old heroes ? • Why would " Achilles trying on his trousers " seem such 
an* inconsistent representation to us ? Show that many books, like the Iliad, 
that seem not to be illustrated, are so in reality, through (1) illustrations in the 
appended notes ; (2) illustrations in our ' Classical dictionaries ' ; (3) in ordinary 
dictionaries; (4) illustrations in other books we have read (histories, etc.); 
(5) special works, such as those on costume, etc. Why does the Novel pay 
attention to the subtle depiction of ' character,' even to the matter of colloquisJ. 
expression ? Why is a much broader effect attempted in Poetry ? To what 
extent is it expedient to carry Naturalism in the Novel? If all possible 
subtleties were attempted, would the characters speak the same in the morning 
as they do in the evening ? Criticise the following principle : — ^An imitative 
work of art should push its complexity and intensity of imitation so far only as 
not to interfere with the effectiveness of the work. Is there any great differ- 
ence in the extent of naturalism that the two Art-means, Painting and Literature 
respectively, sanction ? Show why a subtle exposition of human character is 
unnecessary and mischievous in the case of the Music-Drama. Is human 
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character a matter of pure sense-perception ? Are broader attempts at painting 
character made in Epic Poetry than in Novels ? Why ? What is the most 
efiTective way of presenting character? In daily life, do we judge a man's 
character by the subtle and complete description he might give of it ? Criticise 
the psychological mode of character-painting, especially in its extreme use* Is 
a novelist under any compulsion to represent typical characters only ? What 
has given rise to the opinion ? Ate not typical characters likely to be more 
widely appreciated through the familiarity of readers with widely distributed 
character-species ? Are we able, in respect of character, to appreciate only 
that which we are experientially familiar with ? Would not the same hold of 
the events also in a novel ? Would a novelist do well to avoid describing a 
shipwreck because many of his prospective readers lived far inland ? Great 
stress is laid to-day upon the depiction of character. Now, character refers to 
peculiarities, morphological, functional, and superorganic. Would the effect of 
the treatment not be heightened by taking the most peculiar personalities, viz. 
the least typical, obtaining the least widely, for Art-treatment ? What are the 
implications of this question, and that of the ' human ideal/ from the standpoint 
of composite photography ? (Cf. Beauty, p. 58.) Is a book on Physics imper- 
fect because it does not cover all the phenomena of Nature ? Why may a 
novel really " move " us more than any of the other Arts ? Has the absence 
of audience anything to do with this phenomenon ? Whjr does Poetry not 
affect us quite as strongly ? How is it that the Novel can vie with the Stage in 
tragical and pathetic effects, when it does not present real living forms to us as 
the Stage does ? Are the figures all the more effective for this very reason : 
they are home-made, therefore they please us ? Why do. the illustrations to a 
book not always please each and every reader? Is it because there is no 
" over acting," such as might accompany a stage-representation ? Does the 
fact that moral implications of acts, and the texture of cause and effect, are often 
commented upon by the novelist as an outsider, conduce to its effect ? What 
part of the effect may be due to the length of a novel as compared with the 
length of a play ? Is it because the novelist enjoys the license of presenting 
to us the thoughts and feelings of the characters in a more intimate way than is 
possible by dialogue or explanatory ' soliloquy ' ? In what sense are we the 
masters of our own time in reading a novel ? What is a practical disadvan- 
tage of the Symphony and the Play ? Show why Literature may benefit from 
the freedom it allows the reader to cater to his moods. In what sense may 
the reader be said to 'associate with* the characters whose lives he is con- 
templating from Iday to day ? Why does an * immediate-presentative ' Art 
leave little opportunity to the observer to impress the characters upon his mind, 
to weigh the import of their conduct, to weigh the moral implications of their 
acts, and to add his own meditations to those directly suggested ? Give the 
essential reason why some plays, in order to be fully effective, must be highly 
naturalistic, that is, adapt themselves intensely to the various features of every- 
day life ? Why is their effect heightened thereby ? Actual life is largely 
composed of a mixture of pathos and bathos. What justification is there for a 
form of Drama that excludes the ludicrous element of life? Deduce and 
criticise the following principle : — If an art-work can be more effective by aiming 
at a particular effect, a ' selection ' from the various features of life is allowable. 
How will the lack of imitative fidelity to life be counteracted ? Need the 
particular £u-t-work propose to present a full and complete reproduction of life ? 
How may the art-work avoid proposing to do something it does not do ? What 
particular moods are cultivated by musical compositions? Does not the 
existence of the two kinds of Dramas satisfy the desire for variety ? Need 
the comic and pathetic be presented in one and the same work? Do the 
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differentiated forms of Drama, pure Comedy and pure Tragedy, proi)erly distri- 
buted in successive performances, prevent the disappointment of that expectancy 
of the two real features of life — ^th© ' ludicrous ' and the ' pathetic ' ? What 
license has the novelist that the dramatist has not ? What justifies a novelist 
in revealing to us the thoughts and feelings — the mental or inner life— of his 
characters ? What corresponds in a certain fashion in a novel to the chorus in 
a Greek play ? Why does the ' explanatory soliloquy ' on the stage savour 
Strongly of a professional trick of the playright ? Why must the * enlighten- 
ment of the audience' be carefully managed? What of the philosophical 
tirade in soliloquy form? What is the difierence when this very trait of 
philosophical soliloquising lies in the essential character of the person repre- 
sented ? What should, however, in this case even, be the nature and treatment 
of the philosophy ? (Cf. Hamlet) Is Herbert Spencer's ' First Principles ' very 
eligible for the purpose of composing soliloquies for the modern Stage ? What 
are some of the ideas for which thft term Philosophy has to do service ? In 
many modern French plays, what is the object of the opening scene ? Is this 
object sometimes too palpable ? In what way may it harm an Art to become 
" traditional " as a whole, or in part ? Why is it that the Novel is particularly 
favoured in its capability of setting the key-note of its subsequent plot ? Do 
the descriptions of scenery, etc., in a novel correspond to the scenic mounting in 
the play ? How does an analyst proceed in order to find out what substances 
are contained in a given chemical solution ? What is meant by the " com- 
portment " of a substance ? What are reagents ? What is meant exactly 
by the deportment of a person ? How woiild you set about to determine a 
person's character in actual life? How does a dramatist 'bring out' the 
character of a personage before the audience ? Is it sufl&cient to have the 
character simply described by some other characters ? What is our only test 
for character regarded as an ' inner ' quality ? How does an investigator proceed 
in order to bring out the instincts of an animal ? Why do we instinctively 
*poke' an object with a stick in order to tell whether it is "alive" or not? 
What will an animal do under these circumstances that a crystal will not do ? 
What would we be able to assert concerning a lion and a jelly-fish respectively by 
their reaction against this experiment ? What replaces this modus operandi 
when we wish to determine the character of a human being ? Deduce from 
this the dramatist's device of exposing his personages to certain conditions 
(environmental), in order that tiieir different reactions may reveal their characters 
to the audience. In how far may a sensational play or drama be said to be a 
(1) proposal or development of unfitness of environment ; (2) the concentration 
of these compulsions to reaction of individuals (whereby peculiarities of reaction 
or character are brought out) ; (3) the equilibration corresponding to the final 
chord after discords of the symphony ? Discuss the problem of battie-scenea 
and shipwrecks on the stage. What form of Literature is perhaps better fitted 
to deal with this field of representation ? How can the mind be well prepared 
in a n/yvel for the events constituting a battle or a shipwreck ? Distinguish 
between a hand-to-hand scuffle and a hattky with reference to the capabilities of 
stage-presentation. What renders the description of a modern battie difGicult? 
What factor does language need in order to perform this task? Does the 
description of a complicated battle really belong to the field of Literature as an 
Artt What are the grounds for the license of allowing the audience to look 
into a room in which something is taking place ? How can you justify the 
absurdity of presenting a scene from the fifteenth century to our eyes as if it 
were actually happening in the present ? What is the attitude of the mind in 
such a case ? What is the function of Costume with regard to the Stage ? In 
what way may costume contribute to the Stage regarded as a composite Art ? 
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In what way does the uniformity of modern costume tend to suppress the subtle 
symbolism of costume on the Stage ? Is it perfectly indifferent how costumes 
are distributed to the personce in a play ? What events in the course of a 
play would justify a personage in undergoing a complete change of costume ? 
How can costume adapt itself to the progress of a play, so as to serve as a sort 
of commentary upon the ' action ' ? What would unity of costume mean ? 

Give some of the symbolic implications of costimie with respect to its form, 
colour, and quality. (Cf. pp. 65, 108, 138.) 

(D 10.) — In what way can an Art serial in Time, like Literature, ^re/?are us for 
a certain effect ? Are jokes funny at any and every time ? In what way 
can a funny story prepare us for the final effect by a serious beginning ? In 
what way is this time-element of some Arts utilised ? Give instances from 
Novels, Drama, Ballad-Poetry, a^d Music. What light does this difference 
among the Arts throw upon their true fields, that of Literature for instance ? 
Give a rSsume of Lessing's argument in his Laohoon for distinguishing the fields 
of Poetry and the Pictorial Arts (Sculpture and Painting). What does the 
following table mean ?— 



Means are 


Poetry. 

Succession in Time. 
Language, Words. 


Painting and Sculpture. 

Coexistence in Space. 
Forms (Lines) and Colours. 


Can express 


Time-Belations. 


Spaoe-Helations. 


Expressible aspects 
of Life. 


Dynamics of Life. 

Physiology „ 

Di amatio Succession of Events. 

Inner Life. 

Action. 

Process of Evolution. 

Human Life. 


Statics of Life. 

Anatomy of Life. 

Momentary States. 

Outer (visible) States. 

Rest. 

State of Existence. 

Landscape. 



What features of life are more fitted to the medium of the Novel than to the medium 
of the Stage ? What direction may the fact that the novel is often read in 
solitude, give to its subject matter and realism of treatment as distiuguished from 
the Stage-representation ? Is Boccaccio very stageable ? Do the writings of 
BoccoMo and Rabelais represent a justifiable feature of Art activity ? Do they 
handle that which is most jpecvliar to Art as distinguished from Physiology ? 
Is this exactly the same question as that of the nude in pictorial Art ? Discuss 
these questions : — (1) Why is the nude different for a crowded picture gallery and 
a boudoir ? (2) Why is the nude possible in Painting, and inexpedient upon the 
Stage ? (See also p. 40.) Why can the novel deal with more episode than 
the Drama? Classify Arts according to the length of performance, viz. 
whether the works offer an unlimited time for contemplation. How does this 
feature affect the mode of distribution of Materials ? Why does it render 
Dramatic Unity an absolute necessity ? Is Epic or Lyric Poetry severely 
limited in the same way ? Why may the Novel deal more with descriptions 
than the Drama ? What takes the place in the Drama of the descriptions of 
the surroundings of life in a novel ? The stage-setting furnishing Drama with 
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stimulated by the vague data offered to the mind by sketches,' drawings, 
etc. ? (Cf. Hamerton ; Imagination in Landscape Painting.) WfaAt 

are some of the difficulties of reading and^ appreciating antique literary 
relics ? A word may suggest other ideas now than when it acted upon a 
mind four centuries ago. Would you assert of such a word that the present 
meaning was designed to be aroused by the word as then used in Literature? 
Give several instances of words that have altered their meaning without under- 
going any assignable phonetic change. In what respect may the modem 
interpretation of literary works (the * compendious commentary *) be misleading, 
or at least illusive? Have we any positive proof that Aristotle was not 
familiar with the telephone? The word for *sun' occurs in Egyptian 
inscriptions. The sun was a feature of religious worship. Egypt was the 
home (" cradle " ! ) of Geometry. How can we deny that the word stm 
meant to the Egyptian mind just what it means to our minds ? The word 
for Grod occurs in the languages of some savage tribes. Why send mission- 
aries to them ? Explain, according to the laws of Psychology, the tendency 
of our minds to assume identity of ideas (meaning) wherever there is idefUitt/ of 
phonetic symbol. JExplain this diagram : — 

Fifteenth Century i , ^^^ . «, meaning, fifteenth centuiy. 

Nmeteenth Century | ^ •' | 6, meanmg, nmeteenth century. 

What renders it possible for a word to remain the same and yet change? How 
is the above identity of phonetic symbol with the disparity (greater or less) of 
meaning (a) and (6) liable to mislead the average reader of Shakespeare ? Show 
from the above that much of the (so-called) necessity for studying an art-work 
in order to enjoy it, consists, not in studying the art-work, but certain extraneous 
features, such as means of expression. (Cf. B, p. 67 and p. 130.) Summarise 
the respects in which Art may be regarded as pa/roMticaJ. In what way is it 
conditioned by the existence and condition and changes in the nervous system 
and sense-organs ? Is there any inductive evidence from the History of Art 
that Art is susceptible to such changes ? Summarise the respects in which 
Art is conditioned by the existence, condition, and changes in mind» Mention 
some inductive evidence of the susceptibility of Art to such changes. Sum-. 
marise some of the more or less remote features of the impersonal environment 
which, induction shows, exercise by their changes an effect upon Art as a 
parasite ? How did the climate and customs and religion of ancient Greece 
affect Art ? To what feature of ancient Egyptian life and mind are many of 
the features of Egyptian art- works referred ? Are sentiments more subject 
to change than emotions ? In what sense are the former more artificial than 
the latter? Is it probable that any great changes will take place in the 
nature of the sense-organs and the impressions we receive through tiiem ? Is 
there any inductive evidence that such changes have taken place imder the 
influences of civilised life? Have the cultivation of Music and Fainting 
brought about any such changes ? Is there any reason for believing that the 
people of the Middle Ages or Eenaissance period would have enjoyed the musical 
compositions of the present century, especially those of the latter half? In 
what respect is Poetry more parasitical than Painting or Music ? Give the 
whole bearing for Art of the fact that Poetry is parasitical upon Language. 
Does the following resumS include all the phases of these effects : — (1) the intro- 
duction of a locai feature into Art, as distinguished from the more universal (in 
possibility of appreciation) Arts of Music, Painting, Sculpture, Small Arte, 
and Architecture ; (2) the subjection of the Arts concerned with Language to 
changes of Language and the obsolescence attend^t thereupon ; of these changes 
there are three phases, (a) phonetic change, (6) change in meaning, (c) change in 
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the effectiveness of words ; (3) change in the effectiveness of subject-matter. 
Do not all Arts change in the last respect ? Are Architecture and Music and 
Sculpture as much concerned with(ie. conditioned by) subject-matter as litera- 
ture is ? Contrast lit^uture with Painting in this regard. (Cf. pp. 127 and 
178.) Does Literature deal solely with tiie outward aspects of things? 
To what extent is phonetic decay comparable to the erosion of works of 
Architecture by physical causes ? Is this effect more disastrous for Poetry 
than for Prose r To what extent does it affect the sensuous element of rhyme 
and rhythm of Poetry ? To what extent does it affect a metrical Style founded 
upon ^antUy in vowels ? What is its effect upon the phonetic pleasurablenesi^ 
of words and word-articulations? Why is change of meaning in (2) dis- 
tinguished *£rom change in effectiveness of words ? Which change is most 
momentous for Science and Poetry respectively ? Which change can be best 
atoned for by recourse to footnotes and dictionary? Do we acquire the 
meanings of words in our mother-tongue by the dictionary-meanings ? What 
subtie and important difference is there between the bald comprehension of a 
word, and the effect of the word in all its minute reverberations of a long past 
eayperience of the meaning of the word in the events of life ? Does the effect 
of Poetry depend merely upon grasping the meaning of the ideas expressed ? 
Are there any emotional implications of words that are hardly conveyable by 
the dictionary-method ? What subtie similarity is there between this feature 
of language-change and that of change of sentiments, emotions, and experience, 
such as that bound up with a life of a certain epoch with all its peculiar cir- 
cumstances ? What are some of tiie phases of ancient life that we probably 
wnderstani witiiout ever entering into tiie spirit of? Are such features of 
tiie mind fully accounted for in Psychology ? (Cfl H. Spencer, on tiie ' Nature 
of the Emotions.') Will the complex cumulative effects of every-day life of 
the individual account for them? What does Philology tell us about the 
delicate fluctuations of the concepts that attach themselves somewhat loosely to 
phonetic symbols ? What are some of tiiese fluctuations in the life of the 
individual ; — among different individuals, local variations, and throng several 
generations ? - Why is it that words are exposed to sudi a subtie ebb and flow 
with respect to their meaning? How is it that they can elude the omnipotence 
of dictionaries and academies and arguments from Classical derivation ? To 
whom is the making and safe keeping of Language confided? Give some 
instances of the complexity of concepts, apparentiy simple, that are bound up 
with phon^ac symbols. In unrhymed verse why do we dislike any approack 
to riiyme between two or more lii^ ? Does expectancy play a r6U here? 
In what way does it attoet the attention and distract the mind from the 
context? When ths verse is riiymed vene, why do we become so sensitive 
to Mse rhymes and to far-£etdied riiymes? Why do we not like a long- 
continued rhyme according to tiie sdieme — a, a, a^ Oy a^ etc.? Is the 
offmsiveness ocmparable to that of the too-cft repeated note in a melody? 
Why does it cause sudi a discomforting hiieh in En^ish metre to be compelled 
by the scansum to \sy a strong aco^ on an unimportant word? — why, to 
accent a word on anoUier syllable than the usual one ? Should a metrica 
diction render reading more difBcult than prose? Is there any care disposel 
upon scientific words and their arrangement to make their pronundaticm and 
reading easier? What are some of the jAionetic atrocities committed by 
Greolo^cal and Botanical terms ? Is Alliterative Poetry any longer a lifiing Art 
among us ? What is the difference between a Mode of Voeixy founded upon 
alliteration, and YoeAry founded upon syllabic accent and rhyme with sporadic 
occurrences (rf alliteration ? In what respect has alliteration lost its seriousness, 
and come to be a mere playful stroke of literary cleverness, to be indulged in 
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where the opportunity occurs ? How does this somewhat exotic aUiteriition 
differ from the apparently purposive alJiteration of the Scandinavian £picB ? 
Doea the affected alHteration of aenaational headlines of a newspaper derive any 
force or beauty from tho virtuosity of the reporter ? In what way does 
alliteration seem to add beauty or force to the Poetry when it is a natural 
feature ? What is phonetic colouring ? In what respect do the speeeh- 
aounds display a whole gamut of emotional s-iigtjestion ? Does the modem 
poet pay much attention to wkai speech-sounds (Ungual) he is enforcing by 
repetition? Why not? Can alliterative strength enforce emotion if the 
context he purely rational ? Show that, where there is no emotional element 
concerned, there is little occasion for alliteration. Tabulate the speech-aounda 
as regards their emotional suggestiveness. What is tho nature of the pro- 
duction of the explosive sounds? Of the labials? Of the vowel-aonnda ? 
Has the vocal mode of production any connection with the suggestiveness of the 
various sounds ? What is the quality of sound of the gutturals ? What is 
the moat fertile classification of the phonetics with regard to their adaptation to 
enforce dramatic expression ? Eichard Wagner's later texts seem to display 
delicate feeling for this phonetic colouring. Tabulate the recurrii^ phases of 
phonetics from one of hla (later) works, and see if they seem to agree with the 
phase of emotion of which the words are the expression. Was Wagner led to 
this discrimination of sounds by reasomng ? In what way does the vocal 
Style also agree with the emotional state of the personage in these works ? 
What is the difference between this discriminative use of plionetics and 
alliteration (springing out of the dramatic expression), and the purely capricious 
use of occasional alliteration? What are the functions of the vowel- and 
consonant-sounds respectively in speech. Discuss the consonants as differ- 
entiated means (ways) of shutting off and turning on the air-current for the sonant 
'vowel-sounds.' What does articulate speech mean from tbifi standpoint? 
Show how admirably the properties of organs not originally oral have been 
exploited for the performance of this paiasitieal function — speech. Could 

much of a language be formed out of vowel-sounds alone ? Why ? • What 
is the ..Esthetic Effect of macaronic verse? Is it much used for serious 
purposes ? If you can justify the use of wholly unfamiliar words in Poetry 
on the ground that a sufficient study of the poem will make them familiar, wlqr 
exclude /om^ji words from a poem? Would not study familiarise the reader 
with an occasional Egyptian hieroglyph or Chinese sign ? Why is there a 
demand for translations of foreign literature ? At what point should the poet 
desist from using foreign words, unfamiliar words, obsolete words, and home- 
made words? Why is Literature particularly exposed to obsolescence? 
Show that in poems it is often to Batisfy metrical and rhyme demands that a 
sentence-order is distorted, and not the real pursuit of force, or nobility, or 
beauty. In what respect is this like the purposeless cross-hatching of some 
steel engravings ? In what Art is mere intellectual cleverness likely to obtain 
most widely ? Mention some of the greatest verbal artificers as distinguished 
from poeta. What are some of the mannerisms of language to be found in 
translations of Homer and Virgil f Why are mannerisms more offensive 
in a long poem than in a short one ? To what extent is sentence-distortion 
expedient, and what are its dangers ? Is complicated sentence-distortion the 
only way of obtaining an idealistic Style of diction (different from colloquial 
speech) ? What is the effect of reversing the usual accent of a word to satisfy 
metrical exigencies ? Show clearly by examples how it tends to distract the 
attention and cause an unpleasant hitch. To what risks does Poetry commit 
itself in employing a medium that is subject to change ? Do not all Arts run 
the same risk ? What mischievous change has been attributed to TurMr'a 
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paintings ? Is the rapidity of change of medium the same in all Arts ? Is 
the transitoriness of art-works a valid argument against producing them ? What 
are some of the practical features of daily existence that are conditioned in the 
same way ? Is inevitable death a valid argument against living ? Is it an 
argument against eating that its effects are very transitory ? What cause can 
you assign to "movements" in Art? Is a '* movement" the outcome of a 
change in the environment? Show that the result of a 'movement' is often 
an increase of variety in the art-works. Would this result in itself justify a 
movement in Art ? Can Art-movements be started at will ? Are any Art- 
departments more subject to movements than others? Wherein may the 
Novel be r^arded as the extreme province of Art, lying nearest to Science, and 
tending now and then to pass into the field of Science ? Why will a child 
look t^ugh a book for its pictures rather than read the book first and look at 
the pictures afterwards ? Why has the ' short story * become so popular ? 
Has the recent popularity of the one-act Opera sprung &om the same causes ? 
Is the long po^n on the decrease ? Has the sermon declined in proportions 
during the last two centuries ? How long did a Greek play take for its per- 
formance? Was the Ghreek theatre open 'all the year round'? Howmany 
hours does the Passion Play in Oberammergau last? How often do perform- 
ances take place ? Would it help one's nerves to hear all the four parts of 
Wagner's Bing of the Nibdungen in one day? If people had the oppor- 

tunity of hearing concerts oftener than they do, would they care to have as long 
a programme at each concert as they now seem to relish ? Why is a '' ballad 
concert " of tiiree hours duration liable to become a bore ? Why do we often 
look forward to the reading of a number of ' classical novels ' a3 a vxyrk thai has 
to he done? What has been the increase of theatrical performances since 
Shakespeare's time ? What may the phonograph accomplish for the Novel ? 
Does printed matter stimulate the eyes in the same way that the scenes pre- 
sented on the stage do ? Did the Gre^s have no access to the works ol 
Homer except through the manuscript? Was Medieval Poetry usually 
designed to be read in books? Why are portions of the Scriptures read in 
church on Sundays? What is the number of Bibles yearly sold or distributed ? 
Why do lawyers argue their cases viva voce before judge and jury? Why not 
have their argum^its type-written and distributed? When we think of 
* dedaimed ' Poetry, why do visions of the high-school rise within us ? Would 
a ** baid " in our days make enough money to keep him in harp strings ? Why 
is it that when a ' reciter' does appear before us, he chooses the most blood- 
curdling tales, and declaims them as if \h& platform were a stage and he a stod^- 
company ? Show that in becoming long even, a Novel approaches the fidd of 
Science. Show that the Novel has alresuiy approached the field of Science in 
that its medium of expression is similar (language), and necessitates mental 
representations on the part of t^ reader. Does the stage compel the auditor 
to fonn his own pictures ? Why wiU one sometimes be impelled by a picture 
to read the part of a novel rekting to it ? Show exactly upon whs^ basis the 
previously mentioned test of ' singing tiie passage ' rests. How can fringing 
beocHue a means of fwrthering the process of idealisaiion already begun in the 
metie and rhyme ? Show that this is a Intimate test for certain qualitaes 
diat 8(Mne Poetry oug^ to possess. What kind of Poetry would this test not 
strictly apply to ? Is philosophic (sententious) Poetiy the norm of Poetiy as 
difttiiigniahed from Prose, especially Scientific Prose? What addition to Uie 
singing of a poem should be applied in order to determine whether or not the 
Poetiy is lyric in tiie sense of ' adapted to be sung' ? Do we usually pay any 
attentioii, when listening to songs, to the fitness or unfitness of the Poetiy to be 
song? What other instances can you cite of tests which are based upon 
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Carrying a principle to its ultimate consequencesin order to test certain qualities? 
What are some cases in which a subtle point is cleared up hy varying the con- 
ditions so that the reaction of feeling (so-called "instinct") may be stronger? 
Is there any procedure somewhat similar in Gfeometry ? Compare this method 
with that su^eated for testing the basis for Beauty in the Small Arts. AVhat 
bearing have decidedly ugly objects upon the problem of what constitutes Beauly 
in objects? How may onr imagination replace actual trial to a certain 

extent ? What enables ua to " vary the conditions " mentally ? -Apply the 
method to the determination of the class of ' situations ' (setting) which shall be 
consistent with musical dialogue in the Music-Drama. In what respect ia the 
emotional soliloqtty most fitted to the 'situation' and Style of 'the soi^'? 
Woidd yon say that Schumann's " Ich grolle nicht " represented the typical 
situation and emotional context? What are the objections to the sung- 
description of an event ? How does this apply especially to the ballad pictur- 
ing some recent event of a melodramatic nature (' How Mary saved the train ' for 
example)? What is the distinction between homonyms and synonyms? 

Look up the word " point " in a large dictionary and compare sharply some of 
the most dissimilar ideas expressed by this word. How does it come that one 
may be unconscious of the many different ideaa aroused by the one phonetic 
symbol ' point ' ? Why does the word-sound ' point ' not excite all these 

rUifereut ideas at one time in the hearer's mind ? Show clearly how the 
context (viz. subject under discussion) usually brings it about that one only of 
these many ideas is excited in a particular case, and that a particular one for 
each particular ease. What are some of the errors in reasoning that are 

referable to this homonymic use of words ? Interpret the origin of homoaymic 
and synonymic usage in psychological terms. Wherein do they display the 
path of least resistance ? — Economy of energy ? Why, and in what way, does 
Science attempt to suppress the homonym ? Could a language employ 

synonyms without using homonyms, and vice versa ? What service are tiiese 
two features of language to Poetry ? Are they ever an aid to overcoming the 
difficulties of versification ? Can you prove that they directly contribate to 
the aesthetical effect of Poetry ? What is the jigiirative use of a word ? 

Give examples of all kinds from Poetry. Wherein lies the effectiveness of 
* figures of speech' ? What are some of the subtle testhetical implications of 
homonyms and synonyms which could be of value in Poetry ? Give examples 
of their actual use and effectiveness from poems of aU kinds. What con- 
nection can you discern between the use of homonyms and synonyms, and 
Symbolism in Art P In what way may synonyms and homonyms be regarded 
as very excellent figures of speech ? How have they come to express such 
subtle likenesses among objects, traits, and phenomena ? What is the pro- 

bable mode of genesis of homonyms ? How would this explain the preceding? 
Compare homonyms with the symbolical extension of words with concrete 
meanings to concepts that have no ' concrete models ' ? -Apply this to words 
expressing various emotions. Compare the mental process displayed in this 
with that displayed in the development of words from " roots," Compare this 
with the derivation of English words from Latin and Greek roots. Can you 
discern a great labour-saving device in these phases of mode of extension of 
language ? Are they the outcome of a conscious impulse to economise eneigy 
in the makiug of a language ? What ia the psychic basis of all these features 
of language ? What proofs of the psychological law of mental association by 
likeness could you find in these features of langu^e ? In what respect could 
you regard all Science as an extension of this process ? Would it be possible 
to reconstnict the primitive philosophy of the Universe from these relations of 
likeness and unlikeness implied in homonymsj synonyms, extension of i 
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extension of words with concrete associations to abstract conceptions^ derivation 
of words, and figures of speech ? What difference is there between scientific 
and poetic * comparison ' respectively ? Have scientific figures of speech any- 
thing to do with feeling or with aesthetic discrimination ? 

(D 11.) — ^How do you explain the pleasure we take in the Drama ? Would 
die same events taking place in every-day life be interesting? Do events in 
life exactly similar to those upon the stage ever take place ? Do the so-called 
historical plays of Shakespeare follow real historical events ? What is there 
in Drama beMe the objective * events ' ? Can Drama be said to be parasitical 
upon the effects of events in life ? Has the intercourse between Man and his 
environment formed the instrument upon which the Drama plays to work its 
effects ? In what ways do the effects of Drama differ from the effects of other 
kinds of art-works ? From the works of what Art-fields does Drama differ 
most widdy ? Can a clue to ' the Dramatic ' be gained by considering what 
is most t^ndramatic in our Art- and other experiences ? Has the undnunatic 
character of pure Architecture and the Small Arts any meaning for the problem of 
what constitutes the Dramatic ? What were some of the disabilities of Sculp- 
ture and Painting in attempting the dramatic field ? Wherein did the inability 
seem to consist ? Does * the Dramatic ' imply dynamic rather than statical 
aspects of objects? Is. there a time-element in the Dramatic? Does it 
imply a change of some kind ? Is it intimately connected with movement 
and with the animate world as distinguished fcom the inanimate ? What two 
features of the latter distinction seem to be very essential to Drama? Is 
the crystal subject to life and death ? Is it subject to pain ? Why should 
the cessation of a group of phenomena in an organism — termed Death— excite 
our interest? Why should the struggle to avoid this cessation of life be 
interesting ? Is the Dramatic in any way associated with the struggle f<yr 
existence ? Why should the ability of matter to * preserve its organic integrity 
by correspondence with the changes in the environment' be interesting? 
Does it appeal to any emotions generated by the past life of Man ? Is there a 
sensuous element in the Play ? Would this be accounted for fully by refer- 
ring it to Paintings representing various scenes like those upon the stage? 
Would there be an additional pleasure in seeing each Picture fade into another so 
as to form a continuous series like the stage? Is this change fully paralleled 
by a change in the colours or positions of objects? Are clouds in visible 
movement more interesting than clouds at rest ? What feature of variety is 
added to objects by the movement of objects or change of colour? Is the 
interest of the cluld in ships, or balloons, or even in bits of wood floating in 
water, referable to the variety of stimulation afforded ? Does the movement 
of objects in general add an interest to that which they possess at rest ? Is 
this all that makes an animate object interesting ? T^y does a horse prick 
up his ears and look interested at a bit of paper moved by the wind ? Are 
things at rest a general sign of security of life, and movement of possible pain or 
danger to life ? Why are we more likely to pay attention to a strong wind 
than a gentle breeze, to waves dashing against the shore than to the gentle 
washing of waves? Is 'the Dramatic' opposed to jpeacefulTiessJ What 
mental states correspond to the above types of physical movement ? Is personal 
danger a feature of the Dramatic ? Does the effect of a Drama depend upon 
the audience being in danger of stray bullets from the hand of the ' avenger ' ? 
In order that movement may compel our attention, must it be m^om^ntotu? 
What does 'momentous' mean? Can any change be momentous for a con- 
figuration of matter not provided with nerves and organisation which may 
be destroyed? Why are violent changes more momentous for organised 
matter than for imoiganised matter? Does the following series of events 
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bear tipon £he subject : — (1) A violent storm ; (2) waves dashiHg against a cliff 
imd loosening stones ; (3) a tree felled by the lightning ; (4) an animal killed by 
a falling tree ; (5) a shipwreck ; (6) an earthquake which threatens the observer ? 
What other features of life display a momentous chajracter ? Why do we so 
naturally associate the combat with the Dramatic ? Can a combat take place 
between inanimate objects? In what two ways does an 'organisation with 
nervous system ' affect the idea of combat 7 Is the dashing of waves to spray 
momentous for the integrity of the water concerned? Why are the impli- 
cations of movement, organisation, struggle. Life and Death, momentous and 
dramatic? Interpret the following series of phenomeiia: — (1) Two corks 
floating in water ; (2) two fishes swimming ; (3) watching an engine working ; 
(4) a locomotive running fast ; (6) two inanimate objects striMng together ; 
(6) two ships sinking as a result of impact. Does the momentum of the bodies 
enter as a factor? Is size a factor? Is there any progressive vatiation 
in the degree of interest in observing the combats in the fculowing series:-^ 

(1) Between gnats ; (2) birds ; (3) stags ; (4) elephemts? Is there a variation 
of interest with the degree of ferocity, or of effectiveness of weapons : — (1) Flies ; 

(2) fish ; (3) scorpions ; (4) horses; (5) bulls ; (6) lions? What is the effiMt 
upon the observer of combats between animals xmequallv matched? In 
what ways are animals unequally matched ? Interpret the following series 
of imaginary combats: — (1) Serpent and mouse; (2) serpent and weasel; 

(3) serpent and eagle ; (4) serpent and dog ; (6) lion and sheep ; (6) lion and 
horse; (7) two lions and elephant. Is there a factolr of interest in the 
matching of animals with different m^des of manoeuvring ? Why should this 
add any interest ? Take the following series : — (1) Bud and insect ; (2) eagle 
and serpent; (3) lion and rhinoceros; (4) lion and elephant; (5) Uon and 
porcupine ; (6) man and lion. For how many years did the Bomans (including 
the emperor) amuse themselves with watching animal oombats ? Upon what 
principle were the programmes made up presumably ? Did people go to the 
Colosseum to be bored ? What would be the effect of the combatants making 
no stand against one another? In what way did the sentiments of the 
Christian martyrs probably tend to reduce the pleasure of tiie audience? 
Was watching Christians slowly devoured without showing any fight quite as 
interesting as the gladiatorial combats? What. were some means resorted 
to in order to make combatants, animal and himian, *show figKt' ? What are 
possibly some rudimentary traits of this interest in the combat that have per- 
sisted in spite of the Christianising influence of centuries ? Are cock-flghts, 
dog-fights, bull-fights, pugilistic combats, and duels as popular as ever? Com- 
pare the sham-fight of the stage and the burning of effigies from the Art- 
standpoint? Have Art-instincts anything to do with the elimination of 
cruelty (p. 21) ? What is the difference, and what is the Ukeness, between the 
Boman procedure and that of repeating experiments in vivisection upon 
animals, entailing torture in the name of Science? Because an animal can 
be " experimental upon," is it just like a test-tube experiment in chemistry ? 
Is not the very foundation of animal life unconscious cruelty? Why has 
the modem world revolted so uproariously against the methods of the 
Inquisition ? What would presumably be the attitude of one familiar with 
''witch-burnings" towards the cruelty of carelessly performed experiments 
in vivisection? Is the repulsiveness of cold cruelty merely a *nice' senti- 
ment? May not sanitary arrangements, cleanliness of person, humanity 
in the treatment of children and the condemned, be regarded as 'nice' 
sentiments merely? Are Art and Science absolutely necessary to Life? 
With what difference of sentiment do we regard an equally matched combat 
between animals and Man, and the ruthless torture of either? Why should 
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** equally matdied" and ^ combat^ have anything to do with it ? What are 
our emotions at the aspect of a weaker animal or Man holding his awn with a 
stitn^r adversary ? What are onr emotions and our tendencies to action if 
the contrary is the case ? Is " giving the little 'un a chance " the same senti- 
ment as that of the Soman who " wanted more fun " to lighten the bore of ruling 
the world? Is the Boman to be rightly judged by the Colosseum ? Are 
the Americans to be judged by a successful ' mil] ' in some prize-ring contest ? 
Is the admiration, and sorrow, and tendency to aid the weaker respectively in the 
above case part of the dramatic interest? Is sjrmpathy a parasitical trait of 
our own experiences in lifs ? Is the strugde for existence, past and present, a 
necessary antecedent of Dramatio Art ? Will this account for our interest in 
human combat and competiticm ? Is competition a sort of rudimentary form 
of the personal combat? To what extent has combat entered into the life of 
Man during historic and pre-historic periods ? In what respect is it somewhat 
difficult for us npw to retdise the conditions of human existence that obtained in 
that long period preceding history ? What forms of combat were a necessary 
fiBature of existence in the life of Man ? Why are we often surprised that 
Man ever got a foothold in the midst of the environment which was probably 
lively enough to prevent him from realising that he was ' bored ' ? Why is 
the ' combat ' admirably designed by its nature to catch the attention of an 
observer and hold it ? What is tilie relation between ignorance of outcome 
and * attention ' ? — Between suspense and interest in the outcome ? — Between all 
these features and dramatic thrill ? Why is an event, the outcome of which 
is a ' forgone conclusion,' less interesting ? Will this explain the expediency 
of weU niaichinff the combatants in order to engage ' attention ' ? What part 
does ' attention ' play in the enjoyment of Drama ? Is its direction purely 
voluntary? To what extent does the struggle for existence enter into the 
subject-matter of Art as a whole ? Are there any differences among the Arts 
as to the importance of this feature of life for Art-purposes ? Some Arts 
imitate the outer aspects of Nature and Man. But Man, in connection with 
animals, leads a life which largely centres about the three functions of (1) Nu- 
trition, (2) Defence, (3) Seproduction. Does it follow that art-works must 
display some of these features of life ? What is the Art which is pre-eminent 
in displaying tJie Struggle ? Distinguish carefully between three aspects of the 
struggle, (1) Actual combat, (2) Competition, (3) Combat with Nature (natural 
forces). Which of these phases is most prominent in Heroic Epic ? Can 
any one of these aspects of struggle be deemed especially cesthetiecU ? Can the 
inner struggle connoted by the act of volition be regarded as a combat ? Does 
it assume more the appearance of a struggle when tiie circumstances are momen- 
tous, viz. when the choice is compulsory, and the outcome either life or death ? 
Can a combat with ' inherited tendencies ' be regarded as a phase of the ' struggle 
for existence ' ? To what extent does that struggle associated with sexual 
selection enter into art-works ? Why should this phase be prominent in Drama 
and the Novel ? To what extent has advanced civilisation affected (1) Combai 
for existence ; (2) Competition for existence ; (3) Sexual selection ? What have 
we most in common with the Greek as represented in the Iliad ? How has 
civilisation rendered sexual selection a much more complicated affair than it may 
be conceived to have been under the conditions of primitive Man? Does 
fitness of survival in large cities depend solely upon physical, traits of the indi- 
vidual ? In what way may natural death and immigration determine many 
points of survival of the fittest that were probably settled by actual combat in 
primitive times ? How may one race of people largely replace another with- 
out any massacre? Are knowledge and labour-saving devices as unevenly 
distributed over the surface of the world as they once were? Does tribal 
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survival depend as much' upon pix)ficienc7 iii combat and ' CiBproduction as it 
perhaps does in some parts of Africa at the present day ? Why have mental 
qualities become such a feature of survival under the conditions of highly 
civilised life ? Is the competition for existence any less fierce in reality than 
it was under primitive conditions ? What has divided honours with physical 
beauty and scalping ability in modem courtship? What artificial tests of 
survival-ability have we set up ? What is the ' survival of the fittest ' that we 
enjoy most in modern novels and plays ? In spite of all moral supei»»rity of 
the hero, however, why do we stiU enjoy seeing him represented as a big and 
handsome fellow, and the *' villain '' as a mean and miserable looking creature ? 
In what way does Art utilise the inevitable struggle between moral and physical 
traits in sexual selection ? What are some of these features of competitioa 
presented to us in Thackeray's Vanity Fair ? What parts do business success, 
social position, mental ability, and physical traits respectively play in modem 
courtship? Why do we often enjoy witnessing tie heroine resolutely re- 
nounce several comfortable outlooks for the sake of a man without brains, or 
money, social position, literary aspirations, or missionary ability ? What does 
the " conflict between individuation and genesis " (Spencer) mean ? To what 
extent does Nature look after the individual organism and the species respec- 
tively in the straggle for existence ? Is the welfare of the two at variance ? 
At what point can a conflict in the individual arise out of a conflict between 
s^-interest and ^pedes'int&rest ? What is the relative distribution throughout 
life of actions related directly to the benefit of the individual and the species 
respectively, (1) in the case of the lower animals, (2) in the case of Man? 
What proportion of activities further both interests at the same time ? Does 
the struggle for supremacy of the two interests find any expression in a mental 
struggle ? Does Drama as a whole seem to found itself to any extent upon 
this conflict between individuation, family interests, and tribal interests ? Is 
Prometheus Bound a reflection of the struggle of the human race with its harsh 
environment? Is it probable that perfect equilibration among all the con- 
flicting interests that Ue at the base of crime and deceit will ever obtain? 
Does not Art offer us the only complete relief by its procedure of selection and 
its proposal of a state of perfect equilibrium ? In what way does Beligion 
propose the same ? In what way does the Artist have it in his power to weed 
out the environment and put before us an environment in which we are freed from 
competition and eternal discomfort ? Can Art be regarded as the summation 
of Man's will-power as contrasted with its impotence in . actual life ? What 
has Science taught us about the insignificance of Man, and the impotence of the 
individual in social matters ? Why is it so difficult to see ourselves in the 
light of the struggling animal organism, and of the member of a savage tribe ? 
Regard Art as an extension of that physical weeding out of the environment that 
Man seeks to perfect. Can Idealism in Philosophy be regarded as a like 
tendency to that of Art in making Man the centre of the Universe ? Which 
side of the act of volition is it most gratifying to contemplate ? Why are 
statistics of suicide, etc. somewhat discomforting to the idea of the complete 
freedom of the will ? What partial truth does the latter idea assert ? Why 
is the heroic figure of art-works which wars against Nature and suiBfers pain and 
death unflinchingly, so gratifying to contemplate ? If the act of volition be 
regarded as the outcome of the algebraic sum of the conflicting motives, is it 
shown that the cavM of the motives lies entirely outside of us, and that we are 
not able by cumulative effort to affect the motives ? Is not the inability of the 
human race to settle the question of Free Will an argument in favour of 
the opponents ? One of the features of organic life is the adaptation of the 
organism to its environment. To what extent does Man seek to adapt the 
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environment to himself? Is the idea of a futoie state of happiness the out- 
come of this tendency as applied to the mental world ? What features of art- 
works enter into this conception ? How have races pictured this future state 
to themselves ? How does the final judgment and future pimishment form 
the complement of all the misjudgments and injustice of the actual world ? To 
what extent does Poetry seek to engage our sympathy for the sad traits of the 
latter phase of events? Do we display this tendency to take comfort in 
sympathising with wrongs and hard fate in our personal musings ? To what 
extent can self -pity be exploited for comfortmg thoughts? Give several 
instances firom Poetry and Painting of a keen sympathy for the little cycles of 
pains and pleasures and disappointments of human beings. Does Biology 
take such matters into account? Is the sadness felt at 'disappointed lofty 
aspirations ' of much importance in the economy of Nature ? What are wars, 
and massacres, and famines, and floods, from the standpoint of Biology or Cos- 
mology ? Is it easy to look upon the world as upon an ant-hill ? Does the 
Poet make it more or less difficult to conceive the world in this light ? What 
are the attitudes of Astronomy and Poetry respectively towards human bikings ? 
* What is attained in Poetry by the use of words not familiar (colloquial) ? 
What is the difference between setting forth lofty ideas in poetic language and 
putting the same words in a coal-heaver's mouth ? Why should words that 
are somewhat freed from colloquial implications express lofty ideas with greater 
effect ? Is this a mere difference on the phonetic side of words ? Show that 
the choosing of words to express ideas in various ways is a feature of the every- 
day use of language for various ends. In what way are Poetry, Oratory, 
Satire, and Sacred Writings, only an extension of this ordinary process of 
selection ? How can a choice among words, as regards their different phonetic 
qualities, make the expression of beautiful ideas more beautiful, and of forcible 
ideas more forcible, than if the words were indifferently chosen ? What are 
the principle types of phonetic qualities of words ? Is this a cumulative effect 
attained by putting harsh sounds with harsh ideas (or emotions), and soft sounds 
with tender ideas (or emotions) ? Show that part of this work is already 
accomplished in the words as they stand. To what extent does this indefinite 
onomatopoeia enter into languages ? Does it enter into German more than 
into English ? What are some of the phonetic characteristics of harsh satirical 
prose ? Would a smooth-nmning metre or rhyme fortify this effect ? Would 
Carlyle have gained by replacing his rugged prose by hexameter ? Summarise 
all the ways in which choice of words and expressions can increase the effect of 
the expression of certain phases of ideas and feelings above what would be 
effected by no choice in words and expressions. Give all the types of ideas and 
feelings that are probably more effective through being expressed by that choice 
of words, expressions, etc. connoted by poetic diction (as contrasted with the 
loose and easily found expressions of impassionate every-day talk). From a 
comparison of prose-writings, conversation, and poems, determine the specific 
differences between prose diction and poetic diction. Does the difference lie 
wholly in the difference of syhject-matter ? Does Poetry propose to itself a 
different Tnode of treatment ? What excuse can you find for the use of a mode of 
expression that is so unlike our ordinary speech that if used under the same circum- 
stances to express the same ideas as in every-day speech would be absurd, and would 
expose us to ridicule and contumely ? Why have poets been led instinctively to 
develop and employ such a diction ? Why are words not in ordinary use, or 
used in an extraordinary sense, such a feature of Poetry of the serious and higher 
sort? What class of ideas struggled for expression in the poet's mind? 
Would out-of-the-ordinary ideas naturally attract to themselves an out-of-the- 
ordinary vocabulary ? Express this process in psychological terms and apply 




degree of antiquity ? Why can Satirical Poetry and Poetry with comic intent 
employ contemporaneous themes with perfect security ? Upon what does the 
effect of Humorous Poetry depend ? Why does the presentation of the outer 
aspects of modern life, with dialogue in direct discourse embodied iu poetic form, 
not destroy the effect of Humorous Poetiy? Does it heighten its effect ? Why? 
Why should Sfi/le he necessary to serious Poetry, and lack of Style matte comic 
Poetry more comic ? To what would you refer the effect of " puna " ? Is 
the pun a feature of any other Art than Literature ? How are the mea-ns of 
Literature distinguished from the means of other Arts ? What is the pun in 
psychological terms? Would "puns" be possible in a language without 
homonyms and phonetic similarities? Is there a play in a pun upon the 
tendency of the mind (expeetaucy) to take phonetic similarity for idea- 
similarity? IJoea the pun display a suc^ested unfitness underlying an 
apparent fitness ? In what way is a metaphorical use of a technical term 
iflte a pun ? If every word were used in one definite sense, would puns and 
metaphors be effective? Why is the pun somewhat ephemeral? Why 
does its effect wane with repetitions and familiarity ? In what respect may 
surprise be regarded as a phase of ' variety ' ? Why is the application of a 
slang tenn, or of a term relating to a strictly modern phase of life, to a description 
of quite different phases of life in the past, likely to have a comic effect ? In 
what way has the study of the Shakespearian dramas by reading rather than by 
hearing influenced their criticism ? Show how essentially a play, as seen 
acted upon the stage, differs from the same play as read, and this again from the 
play as studied. Show how the ' presentative ' and ' immediate-presentative ' 
features vanish from the play as read or studied. What are the effects of not 
being hurried, not being obl^ed to use eye and ear, of being able to think about 
any passage, and turn back to other parts for comparison and study ? Point 
out likenesses between listening to and enjoying Music, and the Stage as an 
immediate-presentative Art. How do such analogies, springing out of analy- 
sis of psychic qualities and classification (pp. 18 and 141), aid us in grasping 
the differences of effect likely to result from a natural and unnatural manner of 
approaching a work of art, and checking the possible errors of bookworm 
criticism ? Derive and criticise the following assertion : — For the Esthetic 
Bffect, art-works ahoiild be approached in the way they wei'e intended to be 
approached. -^pply this to hearing and seeing a play, and reading a novel, 
and studying a scientific work. Why do we so stubbornly disregard these 
differences ? Are art-works in their original form always accessible ? What 
is the dii&culty, in the United States, in getting to hear frequently and easily 
artistic performances of the Shakespearian dramas and of symphonies P Show 
how naturally this will lead to reading dramas, and ' fingering over ' orchestral 
pieces on the piano. Would the vanity of those persons able to read 
orchestral scores be as effective if high-class performances of the works were 
frequently and easily accessible ? Is it necessary to have seen or lieard a 
work of art to "know all about it"? How does our modem delight in studtj 
tend to lead to mispractices in regard to art- works ? Why is an art-work 
not like a scientific work ? Why are so many people contented to read a 
description of an art-work by someone when the art-work itself is accessible ? 
Contrast the modern habit of reading with the Greek habit of speaking and 
listening. Were the Greeks addicted to the use of the monocle ? In what 
ways do the length of a novel and the mode of perusal tend to interest us in 
the cJiaractera more than would be probable in the absence of these qualities ? 
What makes the loss of a friend hard to bear in every-day life ? What is the 
effect of the time-element in the contemplation of works of art? Does not 
Poetry that attempts word-painting require a certain time for the ideatiw 
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(hnaging) of the phenomena snggefited? Does the metre of Poetiy leallj 
tolerate anj sadi a oontemplatiYe hesitation? (See A 2.) At what rate 
might pictmes be passed before one's eyes in sncoession, that each conld be 
enjoyed? Wonld we get mndi enjoyment out of pictaies that filed rapidly 
before our eyes in a metriad swxesgUm (time-fireqnency) ? Would we not 
exhibit Ihe toidency to desire a longer stop b^re some of the pictures than 
others ? Apply this to an immediaU^frestniative Art. Wonld it make any 
difference in the aboTC experiment if th^ were a serial eanmectian between Ihe 
pictures? What is meant by the Unity of Dramatic Sequence ? In what 
way does the soocessicm of pictares presented to onr eyes at a play differ from 
an inartieulaU sncoession of pictares? In idiat way does the change in Ihe 
stage-pictiire, doe to a change in the posUions of the actors, erplam itself? 
In what way is this material int^rity of succession aided by die dramatic 
development (plot^progress) ? In what way can a ' dramatic thread ' explain 
stage-pantomime? Would this allow more time and energy for Ihe appredaticHL 
of the sauuaus elements of the pictures? How does the tmi^r-life displayed 
in Drama aid the eye in grasping the ouJUrAift ? Is there a division of labour 
here that indicates the purest field of PoetryJ K Poetry has no visible 
pictures to present to us, is its true field not indicated by the part it naturally 
takes in the Drama? Are there any other reasons for believing that Ihe true 
(most fitting) field cX. Poetry is not in attempting to furnish paintings, but to 
present the flow of inner4ife^ emotions and Iheir succession, wUh the resulting 
acts? What ^mardies rig^ton" in the case of Poetry? Is there any 
difference whether the Poetry is being read or listened to ? Is a metrical 
arrangement mudi more effective than prose where the poetry is mutely read? 
If the Poetiy is designed to be listened to, and the sensuous elements of metre 
and rhyme 01^03^, in what way should the subject-matter differ firom a scientific 
work ? In what way does a solitary perusal of a scientific work allow time 
for thinking, returning npon the reasoning, arranging the ideas in one's mind, 
etc ? Is it ^ledient that a lecture on a scientific subject should be made 
some^diat less difficult of apprehension than the same in printed form ? What 
would be the objections to scientific lectures and text-books in metric 
and riiymed verse? What is the natural effect of Ihe cont^nplative 
(thoughtful) mood upon Poetiy ? Are the following features characteristic 
it this Iffooding mood:— (1) retrospection and prospection; (2) comparison; 
(3) ju^ment ; (4) moral and religious implications r In what way does 
this mood tmd to force Poetry away from spontaneous feeling towards 
sober and prosaic ratiocination? What are the dangers whidi Ihe Elegy 
runs? In what way does the Elegiac mood tend to take a form of 
diction in which rhyme and metre are of minor importance? Why does 
sententious Poetiy tend to demand mental application and time? What 
kind of mind is willing to give its time and energy to deciphering the 
meaning ci sententious Poetiy ? Is it a type of mind that woi^ miss Ihe 
features of metre and rhyme in Poetiy? Would it probably fed them if 
present ? Does it not look for the same pleasure in Poetry that it finds in 

Prose ? In what ways does sententiousness display itself in Poetry ? What 
various forms may abstractions take ? Take various poems and tabulate all 
the instances of propositions of a complex and abstract nature. In what 
way may single words even differ greatly in the difficulty of conception (rf 
meaning ? Give a series of words expressing ideas of increasing difficulty of 
' representation.' Why is it recommended in teaching to follow a certain order 
in tiie presentation of kinds of ideas to the child's mind What is the psycho- 
logical basis for asserting that the '' concrete should precede the abstract" ? — the 
'' simple should precede the complex"? — ^the ''empirical should precede the 
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rational " ? In what mood do wa approach Poetry as distinguisbod from 
Philosophy ? What ia the difference between so-called ' Life Philosophy ' 

and the syatematic Philosophy of the Philosopher? What are some difler- 
enc6B between emotions that make some simple, associated closely with the con- 
crete, and of widespread experience ; others complex, less closely founded npon 
the concrete, and of less vivid and common experience in our lives ? What 

difficulties of ideation may be proposed by the following features of Poetry : — 
(1) words ; (2) sentence expression ; (3) epithets ; (4) subject-matter in geaeial 
(5) complexities of setting ; (6) Classical allusions ; (71 geographical alluaiona 
(8) allusions to local characters (persons) ; (S) subtle emotions; (10) highly arti- 
Jicial sentiments ; (H) argumentative form of discourse ? Give instances &om 
existing Poetry. Axe the difficulties of 6, 7, and 8 due to the abatTfieincsa 

of ideas ? In what sense do the allusions to local characters in some of Pope's 
Poetry prevent it being real Poetry ? Why is the ratiocination necessitated 
by disputative subject-matter and form entirely unanited to the nature of Poetry ? 
Is logical concatenation at all ' presentative ' and metrical in its nature ? Is 
it sensuously pleasing ? To what extent have other Arts than Poetry suffered 
from the introduction of the abstract and the complex ? Why would this 
injure some Arts more than others ? Can Painting effectually present an 
abstract conception ? Does it usually ? What is the difference between the 
concrete complexity as presented to the eye by Nature, and intellectual complexity 
as displayed by a system of Philosophy or a theological system ? What ia the 
difference between the so-called " abstract lines " of Architecture (and of conven- 
tional ornament) and abstract amcepHoTis ? Is the Architecture or the Decora- 
tion abstract as presented to the eye ? What are some of the differences 
of degree among abstract generalised conceptions ? What important bearing 
has this degree of generalisation and abstraction upon what is admissible in 
Poetry ? What are some of the differences between ^& familiar abstractions 
of our uvery-day life, and the artificial abstractions painfully ' evolved from the 
inner consciousness ' ? What ia the difference between the conceptions dog, 
love, and coniumelious, heterogeneous, in degree of abstraction and degree ol 
familiarity ? Compare the allegory in Painting to the philosophical verity in 
Poetry. Discuss this principle : — The poet should deal principally with those 
emotions most generally shared by human beings, and with such imi^es as are 
most easily and vividly representable by his hearers or readers. Modify both 
of these assertions. Why are enwtions particularly fitted for poetic treatment ? 
In what way may they best be treated? Designate the emotions most 
fittingly eligible for poetic treatment ? Is a text-book on the ' Emotions and 
the Will ' all that is needed to make a poet ? What holds our sensations and 
images in such an iron grasp duiing our eveiy-day life ? What makes our 
fancy free in dream conditions ? What is the condition of the chihSs mind ? 
Does it reproduce to some extent the ' dream conditions ' ? What is the pro- 
gtesaive change it is probably subjected to from day to day as it grows older? 
In what respect does the poet's mind tend to revert to this primitive condition 
mimicking dream conditions ? What justifies this ? In what way doea 
mythology display this mental condition of absence of ' sensation- and logic- 
constraint ' ? How does ithe choice of a subject admitting the supernatural 
aid the poet's mind in reverting to the dream-conditions? How does a 
historical subject or a naturalistic setting tend to suppress the freedom of 
imaginative flight ? Is the poet freer in his imaging than the painter ? Does 
the poet probably image things with a vividness and definiteness sufficient to draw 
them upon paper ? Does the painter image all things more in terms of the visible 
world of form and colour than the poet? Is the implied denial of the law of 
gravitation by a poet the same as the painting of a figure out of proportion?^ 
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What is the diflference between suddenly transporting the Arabian princess through 
the air upon a magic carpet, and painting her with distorted features ? Can the 
miraculous appearance and disappearance of a goddess be represented in Fainting ? 
What would this phrase mean : — Painting is more fitted by its qualities to present 
the statical phases of life and nature, Poetry the dynamical phases ? What is the 
difiTerence between a representation of a figure enshrouded in mist, and a figure 
painted clearly, but out of proportion ? Show the difiTerence between (1) the 
unexpressed moral divined by the spectator from the hearing of a play ; (2) the 
pointing of a moral in direct words ; (3) the introduction of moral maxims and 
moral observations and moral soliloquies throughout a drama or novel. Why 
is it that continual moralising and philosophising and observations upon the 
religious or scientific implications of events in Poetry is like to bore us, or 
disgust us, or cause us to skip and spend our time upon some more spontaneous, 
less involved portions ? Does this mean that rel^on, and church, and moral 
conduct, and scientific studies are not a very important feature of life ? Has 
any one taken the trouble to gather statistics from the Poetry of the past con- 
cerning the real living success of attempts to foist versified abstractions and 
brain-contortions upon the public ? VHiy is it so difiScult to discover the real 
living, heartfelt enjoyment of Poetry among the people, and distinguish it from 
academical success, and pedantic study, and society opinion, and mawkish senti- 
mentality ? Derive and criticise the following statement : — Faults in Literature 
may be generalised thus : (1) Unadapted subject-matter. (2) Unadapted literary 
treatment. (3) Unadapted 'tendencies' (extraneous features). What do 
induction and deduction indicate as the fittest subject-matter for prose and 
poetic treatment respectively ? Is literary filth any more desirable than any 
other kind? What is the field in which the treatment of the products of 
decomposition is proper and unobjectionable ? What is the danger an artist 
runs in attempting to treat a foreign subject-matter ? Does the painter or 
the literary artist run the greater danger in treating themes of a country 
and time (epoch) not his own ? Is reproducing the visible features of a 
foreign country the same as treating the customs, sentiments, etc. in a literary 
form ? How might one rid himself of the annoyance of the anachronisms 
in Shakespeare's plays ? What might be some of the natural thoughts and 
emotions of a Eoman at a performance of Julius Coesar ? — of a Greek of the 
fourth century B.c. ? What features of Julius Ccesar are pure human, and 
what belong to England and Shakespeare's time? Is there anything in 
Ibsen's plays that an ancient Greek might appreciate ? What does one gain 
by mentally exposing an art-work to the gaze of past nations ? What is the 
nature of the 'pure human' in works of art as distinguished firom the more 
casual in time and space ? What would lead you to suppose that the ' pure 
human' is the field of the Music-Drama? Is the 'pure hmnan' easier of 
comprehension in general, and does it make demands upon the intellect as much 
as t^e casual ? If the Music-Drama be purely imaginative, will there still 
be a possibility of anachronisms? Can an emotion be an anachronism? 
What people are likely to be most sensitive to anachronisms? Does not 
the apprehension of anachronisms depend upon knowledge rather than feeling ? 
Why does the idea merely o{ Julius Ccesar attired in the court dress of Louis XVI. 
ao jar upon our minds ? Is an anachronism in Painting comparable to faulty 
perspective or figures out of proportion? Can there be such a feature as 
anachronism in Music ? Why do some anachronisms jar more than others ? 
What are some of the conventional features of treatment in Drawing and Paint- 
ing that the average spectator is unconscious of? Why would considerations 
of Beauty of Costume make it expedient to place Midsummer Nights Dream 
in Grecian setting rather than that of Shakespeare's time? Does Style in 
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Literature mean that a certain form of expression is chosen, such as a rhymed 
metrical diction, and then any kinds of ideas that suggest themselves are ex- 
pressed in this form of language ? Try to make as clear and vivid as possible 
that the use of poetic diction is riot a mere matter of choice, and why it is not. 
Is Poetry merely ordinary ideas that the poet, took a little extra trouble to put 
into a diction that is never employed for the purposes of everyday life ? Does 
Poetry mean that it was a mere " toss up " whether the poet chose colloquial 
speech, or prose-narrative, or rhythmic diction ? What are some features of 
possible subject-matter for putting on paper that once for all either proscribe or 
prescribe, reject or demand, poetic diction as opposed to prose ? Is Poetry a 
matter of capricious choice of metrical form, a persistent practice of this form, and 
then throwing into that form any subject-matter that may be at hand ? That 
the ideas ought to be a little peculiar for poetic diction is recognised by any 
school-boy. Is it of any importance in what particular way the ideas ought to 
be peculiar ? Is it usually recognised that poetic diction requires a particular 
situation, or setting, before it is required itself? How would you define 
situation? What is the situation which the average lyric poem proposes? 
What is the situation proposed by an ordinary occurrence from our everyday 
life ? What is the difference between the situations proposed (1) when the 
poet describes his own feelings ? (2) when he depicts a milkmaid expressing her 
feelings in direct discourse ? Give some instances from noted poets of the 
utter disregard of whether the situation does, or can, call for the poetic diction 
which they employ (often as a part of their profession). Is this not a sign of a 
lack of feeling for his means of expression on the part of the poet, and a lack of 
reason on the part of the reader who accepts it as a part of that much abused 
poetic license ? What is setting ? What does setting correspond to in Sculp- 
ture ? Does the sculptor treat all the world of objects alike with respect to their 
fitness for depiction in Sculpture ? Have sculptors felt that kitchen utensils 
were the most fitting object for depiction ? Does the same feeling apply to 
Poetry? Is Poetry quite like Painting in this respect? Why? Da 
not painters even, as a whole, recognise a certain unfitness in representing the 
kitchen and other sides of house-life? Why? Artists not being com- 
pelled to represent everything in the universe, would you consider the kitchen 
as presenting the maximum amount of representable Beauty within a certain 
space? Is this a matter of pride (vanity) of the 'Grand School'? Is it 
really fittest that the painter should spend his time painting pots and pans 
when there are so many more pleasing objects? Does tins mean that 
kitchen implements have no place in life, and that they should not be well 
and handy and neatly made, and kept clean ? Does it mean that doing these 
services is a calling to be despised ? Is there any less humility entailed by 
painting little wayside flowers with the greatest pains than in painting kitchen 
utensUs ? What have the world for the painter* s troMe when the two are 
finished ? What is the argument against cultivating exclusively the reproduc- 
tion in paintings of the most beautiful utensils even, like vases? What two 
reasons are there why the kitchen side of life is more fitted to stage representa- 
tion (genre) than to Painting ? What effect is attained in the Art of Drama 
aside from the articles presented to the eye ? May there not be as much 
human feeling and moral purity in the kitchen as in the drawing-room ? Do 

these qualities display themselves necessarily as the visible qualities of things. 
Show just how the dramatic action brings them out strongly ? Why can tiie 
stage do this better than the jHcture? Does the process of arranging real 
utensils for a stage scene imply the same difficulties as their representation by 
Painting ? Is it less effective ? What do we, as contemplators, gain from 
this " division of Arts " ? Go through the same reasoning with regard to 
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narrative Poetry as distinguished from steLge-genre, Does Poetry as a whole 

show that poets have recognised that the kitchen-description was not the most 
adapted, most expedient, field for poetic activity ? Show clearly that the 
choice of other settings than that of the kitchen does not necessarily arise from 
a false pride of the poet, despising the humble features of life as something 
iffTuMe ? Show that here again we have a mere matter ot fitness — of getting a 
better treatment and effect for a given amount of human labour. Why is a 
poetic diction felt to be a little imfitted for dealing with the utensils of life ? 
What form of Literature can handle this side of life with perfect fitness? 
Explain just why there is tiiis remarkable difference between Prose-form and 
Poetic-form as regards situation, setting, and selection of ideas. Why do we 

become so keenly conscious of little differences in Language ? Show how this is 
utilised in newspaper jokes. Does a synonym mean a word that can always be 
used in place of another ? Does pomposity of expression always spring merely 
from redundancy of words ? Express some common colloquial expression in 

words of more than four syllables, and mairk the effect of the two modes. Is 

there any difference between the ideas expressed ? Will the mere matter of 

phonetic redundancy explain the difference ? What has famUiarity with a 
certain usage to do with the effect ? Give several instances from speech to 
show the marvellous effect of daily usage, speaking and hearing, upon our minds. 
What makes possible the use of homonyms with practical surety of definiteness ? 
What makes it possible for us to become utterly unconscious that we are using a 
single word (soimd) to express two entirely different ideas ? What are some 
other instances of the remarkable effect of practice, and uniformity, and 
famih'arity, and sensitiveness of eye and ear and touch ? Are we any more 
sensitive to the drawing of a body out of proportion, than we are to a ' slip of the 
tongue' in speaking, or the inappropriateness of a movement in acting? How 
is it that we become so sensitive to the gracefulness or ungracefnlness of an 
action that we see ? Why are we so sensitive to affectation in a person's 
speech ? Show that it is possible to set down as affectation what is often merely 
\ocsiilj unfamiliar. Is tlie whole English nation affecting its speech from day 
to day? Why does it sometimes seem so to Americans? Would it 

take much analysis to make us feel that a person was speaking to us in 
rhyme and metre ? Why do we smile at the mere idea of a conversation 
carried on in musical dialogue (recitative) ? Would it become so funny if, 

people persisted in addressing us in that way ? Why is there a further tinge 

of absurdity in the idea of recitative being employed in the kitchen and in the 
(diemical laboratory ? Is the use of recitative a mere matter of choice ? Is 
the use of a poetic form a mere matter of cJiaice ? Why should we be so 
sensitive to a peculiar arrangement of words ? Why do students find a dificulty 
with the sentence-order of the German ? What makes our colloquial sentence- 
order so inviolable ? Show that the order of words in English is not merely a^ 
matter of caprice or of conventional usage, but that it is now a definite means of 
expressing certain relaUcms of ideas. Is it a matter of indifference to Smith 
and Jones whether " Smith kiHa Jones " or " Jones kills Smith " ? What 
doubts regarding meaning does the abuse of the poetic license in sentence-order 
give rise to ? What relation of ideas is expressed by contiguity of words in 
English ? Show that word- (phonetic) community is associated with idea- 
commimity. Explain just what the 'position' of adjectives and adverbs 

expresses. What would be the effect in a sentence of putting the adjectives 
after the noun ? What do conjunctions indicate, and how do they do this 
better by having a certain position in the sentence ? Is their position purely 

conventioTud ? Take a compound sentence of some length, and mix the words 
all up, and note the effect. How does it arise that words come to pa^ cm their 
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meanings to the words immediately following them instead of reflecting their 
meanings backwards ? Criticise the accuracy of all the above implied asser- 
tions, and give examples of all kinds. Upon what psychological law are 
associations of contiguity like the above founded ? What is the position of re- 
lative pronouns and phrases in a sentence ? Do you find any instances from the 
other Arts of any feature like that of the disabilities of poetic diction for express- 
ing any and every phase of Life and Nature, in any and every form (setting, 
situation, etc.) ? Does any such absurdity arise in Painting from representing 
any and every subject ? What great element of influence is introduced by 
this feature — Language ? Why are we not free to allow a modem workman 
represented on the stage to use the language of Marc Antony ? Show that in 
Literature and the Stage we add a feature of imitation that does not exist for 
Painting — namely that of our every-day life — speech. Show just how sensitive 
we are to imitative fidelity in this * added feature.' Would it be quite as 
startling to see an overseer attired in a toga directing his men as to hear him 
directing them in rhymed verse ? Do modem novels, with all their boasted 

naturalism, always pay attention to imitative fidelity in the language put into 
the mouths of their characters ? Is it always possible to do this ? Give 
instances from local dialects of intonations (vocal inflections) for which we 
possess no organised system of notation. What is the effect upon the reader 

of a novel dealing with contemporary life, in which all the characters speak a 
highly artificial literary Language, savouring of set-speeches ? Once images, 
ideas, a setting, and a situation have occurred to the mind as demanding an arti- 
ficial means of expression, and the first have been embodied in the second, in 
what respect is there fitness traceable between the subject-matter and form of 
diction ? Are there any objects or actions that demand a different form of 
Language from every-day speech ? In what way can such a choice be made 
among the words of ordinary speech that the words chosen will enforce the ideas 
presented? Why should we trouble to choose either ideas or words (expres- 
sions) ? Why does the sculptor choose objects ? Why does the painter 
exercise choice among objects for depiction ? If the objects chosen are some- 
what out of the ordinary will they not be more fitly expressed by Language that 
is somewhat out of the ordinary ? Is it not ratlier in Poetry that fiie objects 
are regarded in a manner " somewhat out of the ordinary " ? For what end 
do objects exist as regards Art ? What constitutes a " somewhat out of the 
ordinary " way of regarding objects ? How are objects made more effective 

for a certain purpose by exercising a choice among them and by looking at them 
in a particular light ? What is likely to be a difference between the way a 
scientist regards plants and animals, and the way a poet regards them ? What 
is animism ? What is the difference between looking at phenomena as merely 
the outcome of other phenomena, and looking at phenomena as due to the 
presence of some beings similar to ourselves in feelings, powers, and pictured as 
displaying bodily features similar to human beings? What feature of 

truth was there in the Greek way of regarding phenomena? Can you 

trace in this a ' classification of phenomena ' upon the basis that like effects 
indicate like causes ? Does the modern scientist in classifying phenomena do 
otherwise ? Does he compare the cause to some mental phenomenon ? In 
what way does the interpretation of all phenomena in terms of " configuration of 
matter and changes of configuration of matter" differ from interpreting all 
phenomena in terms of some human trait, like Will-power, Desire Love, and 
Hatred, Intellect, Memory, succession of States of Consciousness, etc. ? Are 
there any traces of this way of looking at phenomena in modem systems of 
Philosophy ? What do we postulate as the final cause of the " changes of con-* 
figuration" mentioned above? What is 'force'? Is it one among our 
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* sensations ' ? When we cause a body to move " by an application of force/- 
what sensations of muscular tension are we conscious of? What facts can an, 
artificial diction express about certain phenomena that cannot be so well 
expressed by prose diction ? Does the agreement between poetic diction and 

subject-matter mean merely that the sensuous delight of the rhythmical arrange- 
ment of beats and of the phonetic qualities of the syllables is added to the 
delight of the ideas, etc. expressed ? Do we mean merely that the out-of- 
the-ordinary ideas are more effective appealing to us in out-of-the-ordinary 
Language? How can the choice and arrangement of wOrds connoted by 
poetic diction aid the ideas in expressing movement (where this is the object of 
the ideas) better than prose-diction ? In what way can the loftiness of ideas 
be heightened by using words of uncommon occurrence in every-day speech, 
words having particukr tonal qualities, and words arranged in particular 
rhythmical order? In what way are the very long sentence, frequent use of 
relatives^ adherence to one subject of the sentence, and use of co-ordmating con- 
junctions, signs of the mental dynamics of the scientific mind as distinguished 
from the poetic mind ? Are these not aids to ease of comprehension of ideas ? 
Are they needed for the purposes of ordinary conversation ? Are such forms 

of diction easy for the speaker ? What amount of practice is necessary for 
iheir use ? Are these the most natural forms of speech ? What does the 

history of Language tell us concerning their development ? Do they sound 

'najiiural' in ordinary conversation? Is newspaper and magazine reading 
rei^ponsible for their modem usurpation of more colloquial forms in conversation ? 
Does the way personages in novels are represented as speaking ever suggest this 
unnatural usage ? 

(D 12.) — ^What is the function of illustrations in a book ? How does this 
compound- Art attain its end more effectively by division and combination of 
labour ? How ought the field of the compound- Art to be divided between the 
two or more Arts entering into it? Can words alone bring vividly and 
definitely before us the peculiar expression of a face? Show why it is so 
difGicult (if not impossible) by the use of words alone to arouse in a person's 
mind a particular and clear image of (1) a musical theme ; (2) a detail of archi- 
tecture ; (3) a figure in statuary form precisely like the originaL In describing 
such features what do poets tsike refuge in ? Why ? Compare the statue 
of the so-called Dying Gladiator with Byron's description of the same in his 
Cfhilde Harold (canto iii.). Analyse the form of some object entering into a 
landscape (scene) and show how very complicated it is in form and colour. 
Why will the word triangle arouse a tolerably sure and definite image of a 
triangle in the average person's mind ? What technical terminology has to be 
resorted to in order to describe a particular triangle of given size and proportions ? 
Are the '' co-ordinations " necessary for this mental representation established in 
tie average person's mind ? Why do we instinctively seek recourse to gestures 
and drawings in order to make the explanation of form and dimensions more 
easy and definite ? Is the triangle a very complicated figure ? What does 
this show concerning the adopted fields of Literature and Painting? Make 
clear from the nature of language just why this great difference exists. Why is it 
so difficult to recognise that one and the same form does not excite exactly similar 
images in all the minds upon whichitacts? What great field is open to Poetry 
that is neither a cataloguing of objects, nor an attempt at landscape painting, nor 
a discussion of philosophical or moral concepts? Derive and criticise the 
following principle : — In a compound-Art each Art should pursue those ends for 
which its nature best fits it, and no one Art should predominate over the others to 
an extent injurious to the total effect? Wherein consists the '' nature of an 
ArtractLyiiy " ? Describe folly for the case of an illustrated book. Should 
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the illustrations depict anything that is better described by the text ? Show 
just how subtly and perfectly this difference of the two fields can be brought out 
even in the simplest illustrations to a book, viz. how the text can describe what 
no drawing could, and the picture suggest things that no language could describe. 
Do we have this subtle interrelation in many illustrated books ? Why do we 
so often see elaborately executed illustrations that tell us no more than the text — 
in fact often render the text less pleasing ? What are the conditions under 
which a book is usually illustrated ? What great field is here open for the 
first class pictorial artist who has feeling for the peculiarities of his own Art, viz. 
feels and exercises his own means without competing with the writer in his 
field ? Examine some of the rough woodcuts illustrating novels of the cheap 
sensational class with regard to the following points (1) whether nothing better 
can be done with a rough wood engraving ; (2) whether the pictures add one whit 
of information to the text ; (3) whether they decrease the sensational eflfective- 
ness of the stories ; (4) whether they are at all necessary to the understanding of 
the story ; (5) whether they are not attempting to illustrate just what the story 
can tell better ; (6) whether false realism and vulgarity are a necessary incident 
to cheapness in stories. Wherein does tameness consist ? How is it possible 
for a glowing ferocity to be tame? Why does the illustration of upper 
class novels even attempt to reproduce the actions rather than the statical side of 
the story ? Is the average reader unable to imagine the actions as described 
by the text ? Why is it natural that the average furnisher of drawings to a 
book throws aside the creative abUity belonging to his own Art and gives us 
absolutely no more than the writer does working in his field of Literature ? 
What should determine whether a joke in a funny paper requires illvstrating or 
not? Why does the addition of illustrations to a book solicit 'odious 
comparisons ' between the pictures and the text ? Why does the illustrator 
render himself especially liable to adverse criticisms of comparison by presenting 
only what is given in the text r Which is better (or worse ! ), a play with no 
scenery (cf. Shakespeare's time), or a play with bad scenery ? What advantage 
has Epic Poetry over acted Tragedy that is not well represented (performed)? 
Do the same ponsiderations apply to illustrations to books? Do the. illustra- 
tions to a cheap edition of Dickens add materially to the enjoyment of the book ? 
Derive and criticise this statement : — The function of the illustrator of a book is 
to bring before the reader a more characteristic, forcible and beautiful image 
consistent with the text than the reader would imagine for himself. Does 
''reader" here mean an occasional artist? In what respect can pictures 
suggest more than there is in the text? If a first-class poet were a first-class 
drawer, and retained his feeling for the diflferent capacities of the two Arts while 
having feeling or sense enough to harmonise the two Arts for the peculiar end of 
a compound' Art, what sort of an art work might he produce ? Try to suggest 
what the field of the compound- Art ' pictured Poetry ' would be as regards its two 
factors. Would the Painting factor encourage a choice of situation from the 
poke'bonnet period? Do people always take the antiquarian trouble to image 
the heroine of a sometime novel as decorated with poke-bonnet and crinoline ? 
Can pictures or language best suggest mystery ? What are mystery, mysticism^ 
suggegtiveness, superstition, magic, miracles ? What is the difference between 
a miracle and a landscape seen faintly through mist ? Why do superstitions 
Jiover about things associated with night and death, graves, cemeteries, etc. ? 
What investigations have been made concerning ' suggestion ' ? Is Sculpture 
well fitted to portray mysterious effects ? What is a striking feature of the 
Great Sphinx r Can Sculpture well treat the landscape seen through a mist ? 
Why does the treatment of a face covered with a veil in Statuary savour of a 
display of technical virtuosity ? Are the men who paint, and arrange, and 
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work stage-scenery usually real artists? If this field be left to mechanics, 
what are they likely to attain, and what wiU they be unable to represent? 
What do we mean by the ' loftier images of the mind ' ? What is the first 
(and in most cases tiie last) thing that the average mechanic notices about a 
picture ? Is there a field for anything like poetic feeling in scenic effects 
upon the stage ? Does it require any great genius to reproduce a modem 
room-interior on the stage? Did E. Wagner conceive his own scenes? 
Who executed them ? Do many visitors of the festival-plays in Bayreuth pay 
any attention to the scenic effects with regard to their beauty or grandeur? 
Is this movement in the direction of more artistic scenic effects anv attempted 
Eenaissance of Greek models or of a Boman treatise upon the same r Is it a 
living Art ? 

(D 13.) — From what region of our experiences is the phrase " tastes differ " 
probably derived ? In what ways does food differ from art-works ? Why 
does a man resent total abstention from food, while he may feel no scruples 
about absence of art- works ? What is probably the reason why a person 
craves a kind of food at one time which he rejects at another time ? What is 
a probable connection between preferential desires in the matter of food and 
bodily welfare ? How may the tastes of various animals for foods that we 
reject be explained? May general preferences in men be the outcome of 
environmental familiarity ? What are some reasons why food-stuffs ought to 
be different in the case of different races and individuals following different 
occupations. Do the sanitary ordinances of the Old Testament have the same 
importance for a Northern race as the moral ordinances do ? Does ideal moral 
law recognise any such feature as 'local government'? What is a great 
difference between the procedures of comparing the amounts of pleasure derived 
from two works of art, and of comparing the two works of art in themselves (apart 
from their sesthetical effects) ? It has often been asserted that time will settle 
the proper estimation of art- works. Will Time lay an egg if you give it time 
enough ? Does " time " necessarily mean stvdy ? What is the difference 
between a work that has to be studied to be appreciated (an algebra, for 
instance), and a work that has to be heard sever^ times before being ap- 
preciated (like a symphony, for example)? What is the precise differ- 
ence between "appreciate" in the two cases? Is study the same psychic 
process as hearing ? Can I " appreciate " a lecture on higher mathematics 
by listening to the words simply? Does the requirement of several 
rehearsals (rehearings) for the judging of a work mean that no pleasure is 
experienced at the ^rs^ hearing. Give an instance of a personal experience 
where the first hearing was more pleasing than subsequent hearings. Why is 
novelty by itself no legitimate aim of art-works ? Are art- works designed to be 
heard or seen once only ? Apply this idea to Architecture in our cities. In 
what way may the pleasure experienced at the completion of a public building 
blind us to the faults that are disclosed by long subsequent contemplation? 
Why should special care be devoted to the selection of architectural designs ? 
Contrast the ease of shelving a musical composition with the task of waiting for 
an ugly building to fall down. Why do " alterations " of a building (design) 
seldom fall out happily ? What is the probable effect upon public taste of a 
very ugly public building exercising its influence through two whole generations ? 
Can tite prevalence of the ' State-house ' Style of Architecture in the United 
States be accounted for by ' expectancy ' ? What are some of the conditions 
that one ought to impose upon his critical faculties in order to be surer of his 
critical judgments ? Why is it expedient to " see the other side " in forming 
any conclusion ? In what respect ought an observer to carefully analyse his 
fedings in order to determine just what is the cause of his pleasure in some 
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ordinary artrwork ? Give a personal instance of this course of elimination of 
true cause. Why should anything like religious fanaticism be avoided in pure 
Art-criticism ? Why should one view oM Art-objects and avoid sentimental 
influences in Art-criticism? Can you supply any instances of Art-critics 
whose judgments were vitiated according to tie proposition that * partial views 
give partial views ' ? In what way is familiarity with the works of various 
times and countries often a wholesome antidote to special familiarity with the 
art- works of some other epoch or country ? Why do people read books and 
look at pictures with such a carelessness for the faults of the works ? What 
makes it expedient to pay some attention to the faults of books (Literature) ? 
When the impossibility of covering the whole field of Literature is considered, 
and how much time a person may spend upon literary works during his whole 
life-time, does it not behove one to make a selection among books in order to get 
as much pleasure out of the reading as possible ? Is t£is the proper mode of 
procedure for a critic, or for one making investigations into the philosophy of the 
subject of Literature or Art in general? What advantages accrue to both 
types of readers from having certain standpoints of comparison? Will the 
application of any one law of fitness insure a final and correct verdict ? Why 
not ? In what way can sesthetical feelings be aided by standpoints of criticism 
of art- works? Is a 'standpoint of comparison' necessarily a platform of 
prejudice? Does the principle of 'fitness to environment' prejudice against 
any animal or vegetable forms? To what extent is pleasure in art- 
works involved in the phenomena of 'attention'? What are some of 
the factors of attention r Do any of them depend upon cultivation? 
Why is it perfectly natural for a person who has paid little attention to art- 
works, to criticise all art-works upon their imitative merits, rather than upon 
other artistic features ? Why wiQ such a person be " at sea " in criticising 
decorative work (wall-decoration, rugs, stained glass, vases) or Music ? Why 
would such a person find that the inversion of a stained glass window, with 
devices of human figures, etc., caused all of its beauty to vanish ? Why does 
a somewhat distant view of wall-decoration never satisfy such a person, and 
causes him to walk straightway up to the design to ' see what it represents ' ? 
How is it that the moon and stars can be enjoyed at such a great distance ? 
Why do persons who have enjoyed the spectacle of the city of Constantinople 
through a morning mist complain of a " deception " after having subsequently 
experienced the smells ? Should a fresco be judged by the smell ? What 
is the difference between quietly exposing oneself to the efiect of an art-work, 
and heatedly initiating scientific comparisons to determine its imitative value, 
or attempting to find therein a complete embodiment of one's own or somebody 
else's Philosophy ? Why do some people deem it absolutely necessary to the 
enjoyment of a symphony to keep their eyes open ? Why would some people 
be quite unable to enjoy paintings if they were deaf? Is the jiggling of 
fiddle-bows and the emptying of horns an essential factor in musical enjoyment ? 
Why do some people find much to complain of in the hidden orchestra of 
Bayreuth? What suggests itself as the most fitting way of looking at a 
square of ornament, as distinguished from a map or miniature painting ? What 
diflferences between the two types make it unnecessary and inexpedient to 
employ the same penetrating intensity of inspection in the two cases ? What 
effects of bas-relief may be lost by paying too much attention to detail ? Does 
the effect of bas-relief depend solely upon outline ? What is massing of lights 
and shadows in bas-relief? Why does an 'outline drawing' often give us a 
poor idea of a bas-relief? In what ways is the continued use of a microscope 
liable to render a person insensible tp the simple, sensuous enjoyment of 
decoration ? What is the difference between simply enjmjing a face, and 
describing in detail just how it differs from other faces? What is the 



D13} . 185 

difference between the sense-impression from a patch of red colonr^ and the 
recognition of one object as different from another in certain respects ? What 
purpose has Wall-decoration ? Is it to teach ns some scientiGSc truth ? Is 
it to give us pain ? Does our Hfe depend upon the result of a painstaking 
diagnosis of the figures ? Does a detective reconnoitre faces for their beauty ? 
— ^For the pleasure in it ? Why is a face that is full of character less adapted 
to serve as a decorative motif than a simple leaf or geometrical pattern ? Is 
the leaf or flower entering into ornament designed to teach us Botany ? Is a 
wall-pattern designed to trouble and perplex our minds r Why is a country 
landscape said to be '' restful/' as distinguished from a street-scene in a large city ? 
What is the difference between fishing for fish and fishing for fishing's sake ? 
Why is the theatrical (dramatic) critic of a newspaper somewhat disqualified by 
his calling from enjoying dramas to their greatest extent ? For what modest 
faculties does a man give himself credit when he asserts that he does not need 
to see or hear works of art, because he can imagine them all in his own mind ? 
Have Baphael, Phidias and Beethoven lived in vain ? Is the pleasure arising 
from the possession of works of art the sesthetical pleasure the works were 
designed to give ? Do custodians of picture-galleries derive an extraordinary 
amount of pleasure from life ? Is the idea pleasure the same as the feeling 
pleasure ? Why do we go to hear a symphony performed again and again, 
when the musical score costs so Httle and lasts so long ? By reading some 
of Dickens's novels, one can enjoy a very appetising description of a dinner. 
Why eat ? What is the difference between a presentative Art and a represerUatvoe 
Art? Is it possible to read a musical score as one would a novel ? Why 
are more of the latter sold than of the former ? Discuss some differences 
among various art-works arising from the presentative or representative natures 
respectively. Why go to Athens to see its temples, etc., when we can get 
photograpl^ of them ? Is the effect of a mighty stone arch the same as the 
effect from a photograph of the same? Are opera-glasses always used for 
sesthetical ends ? How woidd a musical chord be affected by magnifying one 
of its component tones fifty times (in loudness) ? What practice, in looking 
at art- works, would you recommend in order to get the total effects of works ? 
How large a ' field ' can the eye cover vaguely at twenty feet? How large a 
* field ' can the eye wander over vaguely at the distance of eighty feet ? Why 
is nervous. close observation so well adapted to scientific ends, and so poorly 
adapted to the contemplation of many art- works? Were opera-glasses 
designed for Art-purposes ? Why woidd the use of the high-power microscope 
prevent us getting the total effect of a panel of ornament or of a Greek temple ? 
Is the constructing of opera-houses on so large a scale that the spectators are 
compelled to employ opera-glasses done in deference to artistic ends ? Com- 
ment upon the relations of Art, gigantic opera-houses, dress, society events, and 
the use of the opera-glass. Ought not a painter or sculptor to be allowed to 
dictate the distance ^m which his works should be viewed ? Would the 
sculptures of the ' pediment ' of a Greek temple look just as well if viewed from 
above? What objections are there to the ' front row ' of a theatre ? — to ibe 
boQBes ? Would the same objections hold if the scenery were painted upon slJUU 
surface ? To what end is the perspective of scenery distorted on the stage ? 
What precautions are taken to prevent an actor from throwing his shadow 
on the mountain scenery in the distance? Is a Grothic cathedral just as 
imposing when looked down upon as when it towers above us? Are ibe 
Pyramids imposing when seen in a small photograph ? Photographs of towers 
(cL ' Giotto's Tower,' etc.) are j&equently taken from a point on the ground not 
very far removed iErom the base of the tower. How is it expedient to hold such 
a fdiotograph in order to get the best effect from it? Has the '' line" any 
importance for the effects of pictures ? In Usteniug to a symphony, does it 
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make any difference whether the orchestra is above or below * the line ' ? Does 
nearness make the same difference as in the case of a painting? In the 
temple scene in Parsifal voices resound from the top of the dome. What is the 
effect of this ? What is the effect of the direction of soimd in connection with 
religious sentiments ? Do the tower and minaret add to the effect of bells and 
human voices ? What is the effect of the lofty tower, sharp spire and pointed 
arches of the nave ceiling of the Gothic cathedral in connection with Christian 
sentiments ? ' Komanesque ' churches in Grermany sometimes had six towers. 
Were they all for bells ? Grecian temples were often placed on elevations. 
Was this part of the artistic design ? Was it part of the effect ? If the 
Gothic cathedral had always stood upon a lofty elevation would the architects 
have been impelled as strongly to exaggerate the element of height as at 
Beauvais ? Would a Greek temple be very effective if imbedded in dwelling 
houses as some European cathedrals seem to have been ? What is the purpose 
of the pagoda in China and Japan? What are the situations usually 
chosen for temples in Japan? What makes it possible to enjoy works 
from all Art departments during a lifetime, whereas hardly one department of 
science can be thoroughly covered during the same time ? Why does this fact 
render it unfortunate that ail the Arts are not flourishing in our own days ? 
How may our own art- works be pieced out with those of the past ? Do all 
Arts exercise the same sets of nerves or mental faculties ? Are some Arts more 
adapted for enjoyment at one time, and others at other times ? What are some 
differences among art- works as regards cost of acquisition? Why does a 
person take a book with him when travelling rather than a statue ? What Arts 
can be spoken of as readily accessible ? In what way does a book differ from 
a symphony or a play ? Is it well to devote all one's attention to a single Art 
department? Under what circumstances may a novel be read? Does 
Poetry require the elaborate apparatus of performers, etc. required for the 
symphony or opera ? What is the relation of a " compound- Art " to variety of 
stimulation ? Show that the arranging of a programme of concert music offers 
opportunities for a display of feeling as regards avoidance of exhaustion of 
hearers. Has everyone the opportunity or desire to enjoy a storm and 
shipwreck at sea ? ' Why is it becoming more and more difficult to observe a 
battle intently and comfortably? Is any and every person capable of 
* restoring ' mentally the ruins of some ancient palace in Persia, etc. ? What 
collateral knowledge is necessary? Is the ordinary imagination sufficient? 
What value have paintings that attempt to bring vividly before us sights that we 
have not seen and never shall be able to see perhaps ? Do such art-works 
necessarily rank high as art-works ? Can the average traveller mentally restore 
the old piles of brick and stone that he sees about Home and elsewhere ? What 
enables M, Vwllet-le-Duc and others to restore these lifeless piles? What 
gives them an added interest when thus restored in good drawings ? In what 
intimate way is Architecture associated with modes of life, religion, etc. ? How 
may illustrations to histories of ancient races add in interest and comprehension ? 
Is restoring in imagination a monument the same as trying to rebuild it? 
Why are * restorations ' of the latter kind liable to be unfortunate ? With what 
faculty is a modem workman credited in the restoration of ancient las-reliefs ? 
Is the same degree of feeling and manual skill implied in the restoration of the 
vaulting of an old cathedral still in use? Does the fact that the modem 
workman is often utterly unable to restore a work of art of former times, imply 
that we should not attempt to preserve the old monuments to the best of our 
ability ? Does ' restoration ' always mean preservation ? 

(D 14.) — ^Why are flowers represented in bas-relief upon a hot stove incon- 
gruous ? Why is a design of twisted rope in cast iron a poor idea for the 
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front bars of a grate ? Why is it not necessary to cast a stove in the form of 
a human fignre, or like a funeral monument ? What is the matter with a 
bouquet painted on the side of an umbrella-stand? Why is the Eiffel 
Tower not a good idea for spoon -handles? What is a spoon for? What is 
the object of a crenelated parapet or a frieze on a cast-iron stove ? Comment 
on some of the many objects we pass our lives among and never see, although we^ 
look at them. What is the urn for on the top of a stove ? — on the top of a 
hearse ? — on the top of a business block ? Why are coffee-pots sometimes 
formed like urns? Is cremation a common modem custom? Does a 
draped or festooned urn possess much meaning for modems ? Is it so very 
fascinating when executed in solid stone or galvanised iron and placed at regular 
intervals six stories above our eyes ? Comment upon this feature of modem 
Architecture from the following standpoints : — (1) Its '-Classicism ' ; (2) the 
meagreness of inventive powers in Decoration ; (3) its modem usage as a phase 
of ' skeuomorphic ' procedure ; (4) the material unfitnesses in execution ; (5) the 
lack of durability and of stmctural fitness ; (6) the difficulties (impossibility !) of 
a proper observation. What are some of the strange variations to be seen of 
ibis good old standby of * Classical ' designing ? Summarise the extent to 
which the urn and vase have been exploited as motives for — (1) Architectural 
Ornament ; (2) Wall Painting (tiles, arabesques, waU-hangings) ; (3) Tapestry ; 
(4) Utensils, etc. What is the use of a great head-board upon an ordinary 
bedstead ? Had the head-board a use formerly ? Why are curtains (canopy) 
over beds no longer usual? What purpose have wax flowers? What 
lessons do they teach about Art ? Do the flowers on a lady's hat ever deceive 
anybody into thinking that they are real flowers ? Why are the flowers on 
ladies' hats artificial, but the birds, real ? Why can ladies wear their hats in 
church ? What other dead animals might be used for like purposes ? What 
is the difference between a pot-flower and a cage-bird ? If every lady who 
wears birds were compelled to kill and prepare them herself, would stuffed birds 
be as ' stylish ' ? Is this an argument for vegetarianism ? What are some 
modes of trimming hats that are not so hard on the birds ? Comment on the 
use of foreign objects upon hats as unnecessary, and as a mere makeshift as 
regards Art, only somewhat removed from the crude procedure of savage tribes 
with feathers and bits of beer-bottles. Comment upon the meagreness of 
invention displayed by the use of such ornament, and upon its lack of that 
peculiar ornamental fitness afore-mentioned. Give two distinct reasons why 

glazed tiles or glazed bricks are specially adapted to (1) the floor and walls of 
the bath-room, (2) the wall surrounding a " grate " r Give reasons why a 

moulded (embossed) surface is less adapted to the walls than to the ceiling of a 
room ? Why is an embossed surface more adapted to outside decoration of 
residences than to inside ? What have modern scientific observations disclosed 
concerning the dangers of dustt Show how flat glazed tiles offer small 
opportunities for dust to adhere, and are easily cleaned. How may tiles be 
ornamental without having embossed designs? Why is a rough surface on 
wall paper not desirable? Is dust always visible^ What arrangement 
could you suggest to prevent paintings from catching dust, or to render the 
removal of dust easy, not only as regards the frames of pictures, but the 
hades also ? Is it quite safe to leave the removsJ. of dust to the care of the 
neatest housewife even? What inconsistencies are often noticeable in the 
" keeping clean " of houses ? What ray of truth is contained in the assertion 
— ^A house is no cleaner than its dirtiest part ? How may bric-d-hrac not only 
be protected from dust, but also from breakage? Show how pleasing and 
stable cabinets may be constructed from the walls without encumbering the 
floor with legs or comers to embarrass cleaning, with good glass in the front that 
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will enable the objects within to be enjoyed when unnecessary to remove them 
for closer inspection. What advantages accrue from having the cabinet built 
into the wall instead of having a space behind for dust-catching ? Why is 
stability an important feature in cabinets ? How may an inclined board on the 
top wall replace the useless but usual toy-balcony? Show just how the 
inclined plane serves to shed dust and to aUow of its easy removal from below 
with a long feather brush. Are these matters really so unimportant, when the 
number of persons they concern and the length of time are taken into considera- 
tion ? Does real comfort depend solely upon the great things in life ? In 
what way is the bath-tub on "legs" preferable to that which is boarded- 
up? What is of utmost importance both in the bath-room and kitchen? 
What are some reasons for having no dark cupboards with lead pipes and fixtures 
covered with verdigris and spiders' webs and worse things ? What has been a 
reason for hiding gas and water pipes in the past ? How has it been shown 
that pipes need not be unsightly, and hence not hidden? Mention some 
other features of the house in which facility of access for air and sunlight and 
cleaning have been successfully cultivated. Is cleanliness a feature of Style ? 
What is the utilitarian purpose of the carpet? What are the dangers of 
carpets from the hygienic standpoint ? Can sweeping be said ever to clean a 
carpet? What surprise often accompanies the "taking up" of carpets? 
What arrangement makes it possible to take up and clean every-day if desired ? 
Why can a waxed floor be more easily cleaned than a permanent carpet ? Is 
there any reason for having a carpet underneath bedsteads, bureaus, washstands, 
tables, etc.? Is there any reason in genei'al for having the floor carpeted 
within a foot of the wall ? Show that these are just the places that in actual 
life are not kept free from dust. Why does the moistened rag remove dust 
from corners of a waxed floor much more thoroughly than the broom does from a 
carpet ? How might comers be very much reduced in number in a house ? 
Are the four troublesome comers of the floor and walls useful? Show 
how, with the wood floor left bare about the edges, if not all over, these 
corners might be blocked up smoothly so that a moistened rag would 
remove all dust with no difficulty such as that now experienced (or in 
most cases " avoided "). Can you see how some of our furniture might 

be legless, thus eliminating some more disagreeable comers and unattainable 
(or tmreached in most cases) spaces ? Is the * castor * all that its in- 
genuity promises ? What are some of the negligences in sweeping that are 
encouraged by the best of regulated castors ? Is it easy to sweep underneath 
a piano, a heavy bureau, or a bookcase? Need a bookcase be movable? 
Need it have legs ? Is there any way of supporting chests of drawers so that 
the floor beneath them is left clear ? Is the bottom drawer of a bureau the 
most convenient? ♦ What might be learned from the diligent observation and 
comparison of photographs representing the costumes of the last half-century ? 
— What concerning modes of doing up the hair ? What important feature of 
costume does the photograph not reproduce? Are there any real artists 
concerned in the business of dressmaking ? Are dressmakers usually lovers 
of art-works, and students of them ? Have Painting and the Stage done any- 
thing for costume from the Art-standpoint ? We have paintings giving us the 
costumes of several centuries past. What might be learned from them 

regarding the most pleasing qualities and glaring abnormalities in form (cut) and 
colour of costume? Might it not be possible to explain why some costumes 
retain their beauty through centuries ? Have we any existing dress laboratories 
in which experiments in form and colour effects are conducted ? Show how in 
this way * variations * could be conducted in order to find the tolerable ' mean ' 
between excesses in size, shape, colour, etc. of dress. What can a * fancy dress 
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ball ' often teach us about variety in dress, and individual fitness of dress ? 
What does a forced universal fashion in cut of dress imply as regards all the 
persons compelled to assume it ? What can be learned from Sculpture about 
costume ? Even if the stiff hat for men (Derby and silk) did not tend to 
produce baldness, would an artist like Eembrandt consider it a beautiful object ? 
Why does a stiff hat look so much worse than a soft felt hat when the crowns 
of both are crushed ? Why would a bust of Homer with a silk hat on look 
more disreputable than one of Mr. Gladstone with a Grecian cap ? Why is it 
expedient to remove one's hat when being photographed ? To what may be 
attributed the naive appearance of a savage chief attired in a last year's silk hat ? 
Are hats any longer a badge of rank or profession in civilised lands ? Would 
you know the Prince of Wales by his hat ? What purpose has the portrait- 
photograph ? Can you find any argument in looking over a collection of old 
ones for including just as little of costume as possible ? Is there any reason 
for costume being quite as inartistic as it now is ? ♦ What kind of songs are 
best suited to an amateur singer ? Why ? What is repose, and what part 
does it play in the pleasure we take in the performance of a song? Why is 
any suggestion of suffering or nervousness on the part of the singer so destructive 
of calm enjoyment by the hearer ? Why is nervousness more fatal to a singer 
than to a performer on some instrument ? Does a pianist really make his tones 
himself? What is the effect of nervousness upon the Itmgs, the heart, the 
vocal organs and the mind ? Why is the boy's delivery of a " speech " likely 
to be very dry and harsh when affected by nervousness ? What should be one 
of the first talents (accoutrements) of a singer ? What connection is there 
between (1) perfect acquisition of subject, (2) self-confidence, (3) absence of 
nervousness, and (4) repose? Taking the "greatest happiness of the greatest 
number '* as a criterion, can you show that the rules of good behaviour in society 
are reasonable ? What does the word conventional mean in its derivation ? 
The term conventional sometimes occurs in works on Art with a leaning towards 
tiie opprobrium attached to mannerism {recitative in Opera is often referred to as 
** conventional "). Can you trace a tendency in a certain type of mind to 
regard the conventionalities of society in the same way ? "WTiat justification 
can you find for a certain prescribed mode of performance of certain acts in 
society ? Is an idea necessarily wrong because held by a large number of 
people ? Give some historical instances that would tend to make a careful 
mind sceptical of the judgment of a crowd. Show what an important feature 
of life imitation has been in the past of Man, and still is. How do children 
acquire a great deal of the ability necessary for the purposes of life ? Is there 
any psychic ground for the superiority of example over precept ? Can imitation 
become an unreasoning habU^ Why is it continually necessary to expose 
usages to a rational review ? What is meant in Animal Biology by a rm?i- 
m^entary trait or habit? Because a usage was fitted to conditions which 
obtained twenty years ago or more, is it necessarily fitted to present conditions ? 
Show how the environment of Man may alter in a subtle way without any 
appreciable change^ in its geographical or meteorological features. Can you 
show that the complexity of human life makes automatic action, instinct, in- 
herited tendencies, and imitation more dangerous than in the case of the simpler 
correspondences of lower animals and plants? What is a "moving equi- 
librium," and what momentous meaning has it for Man's repose ? Show from 
Beligion how much unrest and dissipation of energy is avoided by unconditionally 
adopting the Beligion of one's forefathers. What feature of Religion has con- 
firmed this as a duty ? What feature of modem life has exalted the opposite 
duty ? In what respect is the habit of observing works of art with discrimv' 
nation fitted to correct the abuses of unreasoning imitation or conservatism? 
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The critioism of art- works continually callff for an answer to the' question, " Is it 
fitted to perform its function," etc. How does this apply to the problems of 
daily life ? What is the best mood or tone to cultivate in casual conversation ? 
What are the subjects and mode of discussion best suited for the purposes of 
casual conversation ? Can a scientific subject be well discussed orally and in 
a short space of time ? What is the main object or purpose of ordinary con- 
versation? Is it to teach or learn some deep subjects? What other 
problem of fitness is there ? Why are subjects of general interest more adapted 
to smaU talk than subjects relating to any particular field of work ? Why is 
" shop-talk " likely to be a bore ? On what ground are provincialisms and 
slang condemned by Ehetoric ? What serious impediments has the division 

of labour introduced into general conversation ? What features of life have 
not been affected by division of labour ? Mention all the topics you can that 
spring out of the almost imiversal features of life. Does the discussion of 
scientific or abstract subjects tend to arouse visual images ? If a conversation- 
alist or a novelist is obliged to paint external objects of an uncommon kind, what 
is his best mode of doing it ? Do we have to " go abroad " in order to ex- 
perience all emotions ? Do moral actions require the stimulation of visual 
images for their appreciation ? Does the narration of simple and common 
acts of men and women by a good story-teller call for the stimulation of difi&cult 
visual images and abstract ideas in the minds of the hearers ? Why do human 
doings audVt^ P'^obably form the basis of ordinary gossip ? L some of 
the above subjects marked by ease of ideation and general interest ? (See B 3.) 
What are the dangers of religious topics for discussion ? Are they not too 
serious, too personal, and too subtle? Should the emotions be aroused in 
ordinary conversation? Why are Art-topics preferable to religious topics? 
What connection has the matter of 'conversation* with Style? In what 
respect does conversation for pleasure's sake partake of the nature of an Art ? 
Wherein does it display /^Tiess and * selection for an end ' ? Was this "end " 
an Art-end ? At what epoch did nicety of expression in conversation probably 
reach its most acute development? How was contemporary Drama and its 
tendencies probably influenced by this cultivation of a human faculty ? How 
did it show itself in oratory and in the pulpit ? What was the nature of the 
surroundings of this phase of human activity ? Do you fancy that fine con- 
versational powers were more w(foZy diffused in Ancient Greece? Can you 
discern any effects of the extreme cultivation of this faculty of euphonious 
speech upon Greek Drama? What strikes us in reading the plays of 
JEschylus for the first time ? To what extent may Greek Sculpture be 
regarded as a cult of the human form, and Greek Drama as a cult of the human 
voice? What is perhaps a distinguishing feature of modem battles and 
modem plays (Stage) ? Was there anything insincere in the serenity of the 
Greek actor, in his cultivation of statuesque postures and choice speech in 
the most tragical situations even ? To what extent have these tendencies 
influenced modem Art? It seems that representations of the Crucifixion 
do not occur previous to the eighth century. What is an explanation of 
this ? 
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(E 1.) — In what way is Costume an outcome of the environment ? In 
what way can Style in costume be regarded in the sense we have accepted the 
word Style f Can you give many cases of phases of costume in which there 
is a self-evident relation of fitness and harmony between costume and customs ? 
In what sense may costumes of the past be said to represent the epoch ? What 
feature of development does costume-evolution display that architectural evolu- 
tion displays? In what way do the architectural products of the present 
differ from the epoch-marking Styles of the past ? Why is fashion in dress 
spoken of as tyranrdccU ? Is it absolutely true that only one fashion in dress 
prevails at a time? What reason could you assign for the apparent capri- 
ciousness of fashion in dress? Are the annual changes due to any great 
changes in the meteorologic environment ? Is there a gain of variety in the 
rapid alternations in the Style of cut in garments ? Upon what' A posteriori 
evidence does the connection between art- works and environment rest ? What 
a priori reasons are there for supposing such an interrelation exists ? What 
implications might Art and customs. Art and utility, Art and costume, Art and 
rel^ous ideas be supposed to exhibit ? Criticise the following reasoning : — 
Some Arts depend upon images in the artists' minds ; but images depend largely 
upon the daily * sensation groups ' experienced ; therefore art-works depend upon 
the environment. Tabidate all the possible changes in the environment that 
might be the causes of change in art- works. Would it be implicitly denying 
the Persistence of Force to assert that exactly similar effects must result from 
different causes ? Is the relation between environment and art-works quite 
comparable to that which exists between environment and organic life ? Can 
art-works be said to depend upon the environment for their means of subsistence ? 
Do the artists depend upon the environment for their means of subsistence? 
What different kinds of environments are there ? Are these differences of kind 
or only of degree ? We have observed a great deal of evidence in art-works 
of their fitness to the human mind (+ sense-organs). Was this because the 
art-works were the product of the human mind 2 Or was it because they 
were consciously and intentionally fitted by the artist to the nature of the 
spectator ? If we look upon the artist's mind as the environment in which 
the art-work developed (was conceived), what follows as regards the connection 
between art- works and environment ? If we regard the art- works as designed 
for the minds of other people than the artist, what follows concerning the 
connection between Art-work and environment? In what ways do men's 
minds alter, and what is the reason for the alteration? Is there a simul- 
taneous uniformity of mind for any one period — viz. in the successive epochs of 
time, can any one be said to be marked by a type of mind different from the 
type in a preceding and succeeding period ? In what subtle and yet forcible 
manner is the fate (existence, persistence) of an art- work dependent upon the 
audience, the observers, the connoisseurs ? Can you give a priori reasons for 
believing that certain art-phenomena could not have been displayed at other 
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times, during other environment epochs, than those in which they were dis- 
played? What inductive evidence is there to prove the same? Is it 
possible to show why a certain group of Art-phenomena could spring out of a 
certain environment and could persist in the same ? Are there any cases in 
which the cessation of such a group of Art-activities can be shown to be related 
to the unfitness of the succeeding environment to their growth? Does 
this apply to the rise and fall of certain historical ' Styles ' of Architecture ? 
In what way are simultaneous (synchronological) Arts often environments of each 
other ? How would you explain the replacement of Gothic Architecture by 
the Eenaissance Architecture ? Was there so great a change of environment ? 
Was the Grothic form of cathedral unfitted to Protestant forms of worship ? 
Did it conflict with reformatory ideas ? Can the works of Vitruvius be con- 
sidered as a part of the environment^ In what respect were they a very 
artificial part of the environment ? What caused Latin Literature to become 
a part of the environment of the fifteenth century in Europe ? Why would 
Sculpture hardly be developed among the Esquimaux, even if they had the mental 
capacity for cultivating it ? What is the very great difference between the 
slow natural development of an Art, and the attempted forced genesis of an Art ? 
What is implied in this difference ? Can you point out any historical instances 
of attempts to force an Art-development ? Is not the interdependence of art- 
works and environment implied in the idea that it is impossible to force a certain 
Art to flourish irrespective of existing conditions? What is the difference 
between a s^i^io-development of Art and a natural development of the same Art ? 
Do identical conditions of the environment often recur? Is it probable 
that the conditions for the development of the ichthyosaurus wOl ever recur ? 
Need this prevent us from carefully preserving his fossil remains, and learning 
as much from them as we can ? In what way does Aitstudy differ from Art- 
conception? What Arts can be said to be 'dead,' and what ones 'living' 
at the present time ? Why are the former dead and the latter flourishing ? 
What difference between the natures of Sculpture and Music wiU account 
for the fact that at the present time one is languishing and the other 
flourishing and developing ? K a man is endowed physicaUy and menteUy 
can he produce any and every kind of art-work of the highest order in any given 
Art-period (epoch)? What has probably contributed most to a deep-lying 
relation between living Art and the conditions out of which it springs and thrives ? 
What is a probable explanation of the tendency of modem workers in practice to 
deny this interdependence ? Why does success in one field cloak the impossi- 
bility of success in another field ? What are some of the apparent triumphs of 
individual effort in modem times that tend to render an artist insolent of his depen- 
dence ? Why is it so difficult, in the midst of most astounding triumphs of 
engineering and mechanical skill, to realise that there has ever been anything 
produced which cannot be reproduced to-day, and that in a superior fashion ? 
Why is Art Philosophy very much concerned with just those art- works which the 
modem artisan vainly fancies that he can improve upon ? What features of 
art-work could easily give rise to the idea that art-works had no connection 
whatsoever with climate, customs, etc. ? Does Art progress steadily in such a 
way that the art-works of any one period can be said to excel those of a preceding 
period ? What field of human activity is it of which such a mode of develop- 
ment can be truthfully predicated? Why is it sometimes very difficult 
to persuade a man who has taken little notice of art- works that some of the best 
art-works that have arisen in the present day are inferior to some of the 
art- works of the same kind produced many centuries ago ? In what respect are 
the conditions of Art production at the present time different from those of the 
middle ages and before ? How do you account for the rise and development of 
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the highly personal phase of Art production as distinguished from the slow growth 
through the combined efiforts of many individuals, both simultaneous and succes- 
sive in their co-operation ? Is this idea of individual effort a fact or a fiction V 
How is our ignorance of the architects of great Gothic cathedrals to be explained ? 
Many writers have * failed to succeed ' in attempting to picture phases of the life 
^f past ages that did not belong to their own life and nature. Can you discern in 
this phenomenon a proof of the interrelation of art-work and environment? 
Why do works destined to produce a humorous effect often succeed best through 
a negligence of a mode of natural procedure such as that suggested above ? 
We speak of the art-works of a certain epoch bearing the stamp of their age. 
State definitely what this 'epoch-making' stamp means, and give examples from 
all Art-departments. What made it almost impossible, seemingly, for an artist 
to produce works free from the stamp of the period in which he lived ? Sir 
Christopher Wren has been ranked very high as an architect. Point out the taint 
of his epoch in his works. Why, in general, did such and such an Art not 
flourish at such and such a time ? Take a complete list of Art-activities and 
apply it successively to each and every Art-epoch of the past. See if you can 
discern any traits of fitness in the Arts that did flourish to flourish, and whether 
there is any assignable imfitness between the conditions and those Arts that did 
not flourish. Why did the religious ' Dance ' not thrive among the Puritans ? 
— Sculpture among the ancient Egyptians ? — Painting among the Saracens ? — 
Sculpture under the Jews ? Why is it expedient to cover the wfiole history of 
Art in attempting to generalise? What is the influence of a consensus of 
evidence upon any particular instances ? • What features of the Art-environment 
would d 'priori reasoning assign most importance to in the matter of influence 
upon Art work ? Would it be climatic influences ? Induction would seem 
to establish a connection between Eeligion and art-works ? In what way could 
Beligion exercise an influence upon Art- works? What would be the 
psychological basis of any such influence? Had the national religion of 
Greece been Christianity ^ how would architectural, and sculptural, and dramatic 
genesis and development been affected thereby ? How would Poetry have been 
affected ? What are some of the chief differences between the religion of the 
ancient Greeks and that of the Puritans ? Was listening to a-long sermon one 
part of the Greek ritual ? Are there any religions that do not require a temple 
for their exercises ? What form of worship obtains among the Esquimaux ? 
Can Eeligion be regarded as conditioning Architecture by offering something to he 
done in fiie way of building ? Can Religion further be a real cause of the 
fortn that activity takes, which has been demanded by Religion ? What are 
scfme of the natural (physical) features of a country that seem to have been 
related to the genesis and development of Art ? Was the choice of building 
materials in a country purely a matter of choice or wish ? What is the total 
inductive evidence you can adduce to show that (1) building material haa 
influenced Architecture ; (2) that a difference in the material environment has 
been a concomitant of a difference in the architectural forms ; (3) that these 
concomitant relations are not* those of mere caprice, but are marked by adaptative 
relations ; (4) that the differences in the material environments were the real 
causes of the differences in the Art-products that were their concomitants. 
If Greece had afforded no marble or any other kind of stone for building purposes 
would its temples have probably been die same in design ? Is stone necessary 
to Architecture ? Of what are many of the churches in Northern Germany 
constructed ? In what way can building materials influence the architectural 
form of buildings ? Give inductive evidence. What would probably have 
been the effect upon Grecian Architecture if there had been available for building 
purposes a very loose and coarse-grained sandstone or conglomerate ? What 
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are they ? What phase of human activity has probably profited most from the 
invention of writing? Is Eeligion dependent upon writing? Has it 
profited thereby ? Was Eevelation ever given in manuscript form ? Could 
an 'unconditioned reality' ever express itself in terms of a conditioned 
existence? Mention cases in which implications with Eeligion have led 
to the preservation of the art-works concerned. Did this lead to the 
preservation of Greek statues and of stained-glass windows in England and 
Holland ? Comment upon the conservative nature of Beligion and Art as 
contrasted with some other human activities. Upon what is the conservative 
character of each based ? What are the oldest paintings on wood and on canvas 
that we possess ? What are the oldest wall-paintings still existing? Of what 
material is the oldest Egyptian statue we possess ? Have there ever been any 
plants or animals with an individual life-term of three thousand years ? How 
does the problem of growth in Art differ from the same problem in Biology ? 
Upon what feature of life would Literary Art be expected, a priori^ to directly 
depend ? Has Literary Art (including Drama) thriven most among nations 
which notably attained to high development in Language? Tabulate the 
various nations and races in various epochs from this standpoint. Is there any 
such correlation noticeable in Hebrew writings, Sanscrit, Spanish and English 
Drama, and Greek Literature ? Would out-of-door Statuary be well fitted to 
the Arctic Zone ? Do the statues of Venus in a public park in winter solicit 
much attention ? Do many stop to contemplate them ? Do many take 
pleasure in them ? What subtle connection can you discern between Sculpture 
and Climate ? Have the three following factors any bearing upon Sculpture as 
a living Art : — (1) Statuary pre-eminently an Art of the nude figure ; (2) condi- 
tions for natural study of this hardly to be met with in NorQliem countries ; 

(3) out-of-door display of work hardly t sanctioned by Northern conditions; 

(4) lack of natural appreciation due to lack of familiarity with the nude and 
Northern traits of character (moral, etc.) ? Is a bas-relief at its best out of the 
direct sunlight? Is not an undraped Venus slightly startling in a drawing- 
room with other ladies ? Is an Art that is entirdy confined to the museum a 
living Art? Does the fact that we have athletic exhibitions and very hot 
days in summer make us entirely like the ancient Greeks ? Does it remove 
the expediency of covering the out-of-door Venus with straw during the months 
of snow and ice ? Is the popular apprehension at the sight of nude figures to 
be referred entirely to moral considerations? Are those little instinctive 
flushes of modesty at the sight of the nude an outcome of our daily life — of what 
we are familiar with in daily life — of all that goes with what wia are accustomed 
to see, to do, and to think ? Draw a comparison between the statue of a Venui 
with a real bonnet on, and the statue of Venus placed and seen vmder drcum* 
stances quite different from those under which the Greek statue was conceived, 
placed, and looked at, and venerated. Show how natural the unaffected- 
popular feeling is in this regard, however prudish or hypocritical the outward 
expressions of it may be. Compare the attention that a statue of a fur-clad 
Esquimaux might have attracted standing in the blazing sun of the Greek 
a^ora. When the noted English poet Pope invokes 'the Muse,' why can we 
hardly bdieve in her without a strong effort of the will? Make a careful 
comparison of Pope's physique, daily life, and mind with that of a Grecian 
warrior. Is the difference discernible in his translation of Homer ? Would 
he naturally have come to write anything like the Iliad ? Can you discern 
the very intimate (inbred in ihe fibre) connection between environment and the 
art-work ? Were Pope's emotiond-l experiences such as to make him a real 
live poet ? In what way do his life and Poetry differ from that of Byron, 
Heine, and De Musset ? When Pope * invokes the Muse,' why do we hardly 
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believe in her ? Is the unfitness sufficient to seem comic ? Whom would 
we expect Milton to invoke for aid, if he were sincerely natural, and untram- 
melled with conventions or Classic reminiscences? In what sense are all 
noble works of art " inspired " ? In what respect is it difficult to account for 
the highest flights of the imagination from a review of the ordinary capacity of 
unaided Man? Will abnormal mental excitement account for *' inspiration " 
in art-works? In what respect is the mental condition of the artist in 
composing often pathological ? Was affection an important feature of Pope's 
life ? Did Pope enjoy a domestic life ? Did Goethe ? Would the word 
' love * employed by Pope suggest " affected gallantry " ? Is there any real 
connection between Pope and ancient Greece ? What are — (1) Classicism ; 
(2) French Classicism ; (3) French Classicism imported into England ; (4) imi- 
tators of imitated French Classicism? Would Pope probably have suc- 
ceeded well in rendering the Scandinavian myths into English? Were 
heroic ferocity, harshness, and overwhelming force parts of Pope's natural 
character ? To what extent are strong emotional experiences, ability to fight 
— to handle the sword, and a virile and passionate nature generally, necessary 
features of certain kinds of Poetry? What other kinds of Poetry are there? 
To what extent does the successful treatment of a theme by an artist of a 
particular epoch, letc, depend upon the fitness of choice of the theme with respect 
to his own nature ? Give examples. Did Swift find the best field for his 
abilities? What is the difference between pretty language and beautiful 
language ? Under what head does the diction of Midsummer Nighfs Dream 
come ? What is the general impression of the diction-side of Pope's poems ? 
What light do the other Arts throw upon the general character of the Pope- 
period of Literature? Does cosmopolitan ta^te mean a toleration of every 
fourth-rate poem ever produced ? Why is fourth-rate Poetry very important 
for the student of Style ? Is fourth-rate Poetry not as much the outcome of 
the environment as first-rate Poetry? What are several features of the 
environment of art-works that have to be satisfied before the result displays a 
perfect; Style ? Eeview the reasons for believing that there is a correlation 
between art-works and environment. In what sense is the environment 

shown to be a factor of Style m the following respects : — (1) Renders the art- work 
of a particular period, etc., possible ; (2) renders the artist possible ; (3) renders the 
" audience " (appreciators) possible ; (4) provides the Materials, Tools, and Mode of 
Execution. Would the Greek form of temple as presenting Style in aU its details, 
have arisen if stone had not existed of a size and strength sufficient to bridge the 
space between the columns ? What effect would such a paucity of materials have 
probably had in forming the Greek temple ? Could the Gothic Style of Architec- 
ture have arisen imder such circumstances ? Why were the roofs of Greek 
temples not entirely of stone ? Why do we know so little from induction as 
to the actual roof of the Greek temple ? How were the interiors probably 
lighted ? Is there much of a snow-fall in Greece ? Are there any reasons 
for supposing that the Greeks used glass for glazing the windows of their temples ? 
Were the windows of the Roman 'Basilica' glazed? Would the window 
space have become such an important feature of the Gothic Style if glazing had 
not been practised ? Why are windows an important feature of northern 

buildings ? Why is glazing an important feature ? Would the Pantheon 
(Rome) be a very comfortable and cheerful place during a northern * blizzard ' ? 
What purpose have windows in private houses come to serve, apart from illumina- 
tion ? Why does the ancient Greek house seem to us to have faced towards 
the inside*} What is striking to us about the appearance of a street in the 
residence portion oi Damascus ? What is a pleasing feature of the windows of 
houses of the upper class natives in Cairo ? Would it be entirely expedient to 
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suddenly introduce the French window and do away with women's veils in 
Egypt ? Why is it so difficult for a foreigner to realise the deep-seatedness of 
the various usages of a people different from his own ? In what sense does 
' bred in the nervous system ' often present the facts better than the expression 
* bred in the bone ' ? To what extent is hahit a feature of every-day life of 
the vast majority of people ? What is the relation between habit and ' auto- 
matic action ' ? In comparing a map of the United States of America with 
one of Europe, one is struck by the importance of natural features as boundary 
lines of Provinces (States) in the latter. Does this contrast suggest a * histori- 
cal cause'? Under what conditions have towns and cities grown up in 
America as contrasted with Europe ? Why are the old lines of fortifications 
being converted into boulevards in so many European cities ? Is the village 
system of aggregation a more marked feature of Germany than the U.S.A. ? 
Do such conditions exercise an influence upon Art? Can any features 
of Architectural Style be referred to the necessity of fortifying towns ? Are 
there any features of the Gothic Style, ecclesiastical, civic and private, that can 
be referred to the compulsory concentration of houses ? Is there any induc- 

tive evidence for the idea that the * aspiring tendency ' of the Gothic was due to 
limitations of building space, and necessity for overtopping dwelling houses in 
order to attain an aesthetical effect ? What are some * rudimentary ' features 

of fortified conditions that modern * Gothic * buildings sometimes display ? Can 
you give any reason why the peculiar form of the Pyramids was chosen by the 
Egyptians. Are such variations of its shape as exist in Egypt supposed to be 
intentional varations. For how long a period did Pyramid-building persist in 
Egypt, and about what period was it abandoned ? Can you causally connect 

its cessation with any extraneous cause ? What purposes have been theoreti- 
cally assigned to the Pyramids ? Mention all the facts of solidity and 
difficulty of entrance that have been disclosed. Make a list of aU the temples 
of ancient Egypt that are revealed in ruins or mentioned in writings. Does 

the number and size of the temples seem to justify the importance which is 
assigned to religious sentiment and practices among the ancient Egyptians? 
With what subject-matter does the great mass of inscriptions and literary 
remains deal ? Estimate the number of mummies that have been removed from 
Egyptian tombs for agricultural and other purposes. Can you give any reasons 
why the pilfering of tombs, etc., would have been a remunerative occupation 
during the long ages preceding the dynasty of Cook ? Make a list of the 
tombs still existing in Egypt. What is known definitely about the sentiments 
of the Egyptians regarding death ? Putting all the available evidence together, 
what would you be inclined to say was the probable cause of the existence of the 
Pyramid and its peculiar form ? Would the motive of security account for 

the shape and solidity given to the Pyramids ? Could the form have been 
selected because most fitted to the method of constructing the Pyramids ? 
What is the theory regarding the way in which the Pyramids were constructed ? 
Tabulate all the facts which this theory explains, and give reasons why this 
mode of construction would be adopted. How are the different sizes of 
Pyramids accounted for? Is there any other form of building and mode of 
construction that would serve the same purposes as well, and yet allow of 
indefinite additions of mass? Does the generally received tiieory of the 
purpose of the Pyramids exclude other purposes subsidiary to the first ? Can 
you fancy the Pyramids having been constructed solely for any of the astrono- 
mical and metrical purposes that have been suggested? Why should this 
feature of stnicture have originated and been cultivated exactly in that little 
region of the Nile, and why was the practice of Pyramid-building not imitated 
by other nations than the Egyptians ? Does the Pyramid seem to be almost 



E 1] 199 

the necessary outoOme of its envifonmewt ? How would you accouiit for the 
apparent uiuformity and absence of change in the form of the Egyptian Pyramid ? 
For what extent of space and time respectively does this hold ? What does 

induction show to have been the great conservative faciw in general, not only in 
Art-practices, but also in customs, dress, ritual, and many features of Life ? 
To what does Egyptian Art in its totality seem to have been subordinated ? 
To what is the strange development (or lack of development) of Sculpture in 
ancient Egypt attributed ? Give four reasons (at least) why Greek Art was pre- 
eminently a sculpturesque Art. How is the rise and development of Genre- 
Painting accoimted for? Did it probably flourish among the Greeks ? In 
what way does a liviTig Sculpture- Art tend to discourage ^'CTire-subjects ? Does 
this hold for Grecian Art — for Sculpture and Art in general ? Can Egyptian 
wall-paintings be classed as genre t What subjects are treated in these 
Egyptian paintings ? In what way are they treated ? What constitutes 
genre ? Why did it not exist from the very beginnings of Art outwards ? 
Can the drawing of the reindeer upon the prehistoric bone tablet be regarded as 
genre ? Why do we tend to think of genre in its connection with die move- 
ment that differentiated it from Eeligious Painting ? Where did it receive its 
greatest initiative development ? What were the conditions that obtained in 
its environment ? What part did Holland play in the Protestant Eeformation ? 
Why was the contest extremely bitter in Holland? Summarise all the 
instances you can find of where a development, or lack of development, of certain 
Art phenomena can be referred to the effect of Eeligion. Could one enjoy a 
symphony if the lights were turned out ? How would works of the various 
Arts, Music, Sculpture, Poetry, Architecture, and Painting, be affected if the stm 
began to emit green-coloured light only ? How else could the same effect be 

produced ? What are the phenomena of colour-blindness and what may we therein 
learn concerning the conditioned way in which the external world probably 
appeals to us ? How might the world appear to us if our eyes were differently 
constituted ? In what respect may works of Art be regarded as iiTCtrievably 
conditioned by their environment, viz. by the constitution of our sense-organs 
and mind? Is this the ultimate generalisation concerning the relation 

between art- work and environment that we can frame ? What reasons can we 
give why colour ought to be a more essential feature of Northern Architecture 
than pure light-and-shade effects (chiaroscuro)? Why particularly in our 
large cities ? To what extent do the problems of fog, deposit of smoke-dust, 
and the prevalence of night-observation enter into Architecture of the present ? 
How do you explain the fact that there has been more Art-activity north of the 
equator than south of it ? Was it because the climatic effects were entirely 
d£Oferent ? Why is it that no great temples or pyramids are found in Africa 
as far south of the equator as Egypt lies north ? Construct a mercator*s pro- 

jection map in outline and thereon colour the portions of the world that are most 
marked for Art-activity (Fine Arts). What conclusions can you draw from 
this distribution ? Show how the idfea of environment must be greatly extended 
from mere climatic influences in order to apply to the development of Art? 
What is the important factor that stands intermediate between climate and art- 
work ? Are there any conditions that may be said to demand art-works ? 
To what Arts would this particularly refer ? What Arts are specially asso- 
ciated with practical needs ? The Chinese are said to have existed as a nation 
for upwards of two thousand years, possessing a great faculty for Decorative Art, 
and builders of the Great Wall (1400 miles long). What explanation can be 
offered of the lack of important architectural monuments ? Is the climate in 
any way adverse to Art-activity ? Does Art require some strong impulse like 
that supplied by Beligion ? Tabulate the Arts of all ages with reference to the 
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motives that seem to have underlain the activity of each phase. Have the 
Chinese not displayed religious fervour ? How many temples and shrines 
probably exist within the Chinese empire? Must a Eeligion be of a 
peculiar kind in order to induce fruitful Art-activity? Is stone for 

building not present in China ? Will the prevalence of earthquakes explain 

fully the prevalence of wooden construction ? Are there no towers in China ? 
Why do the Small Arts flourish to the ^extent they seem to ? Have war or 
peace-times been lacking for the encouragement of the Fine Arts ? Will the 
nature of the government or the conservative nature of the inhabitants explain 
the absence of consummate works of Art ? Was Art in ancient Egypt pro- 

bably influenced by a strong conservatism appearing in traditional Art practices ? 
Have Drama and Music and Poetry reached a high stage of development in 
China at any time? Is their Drama anything like Greek Drama? Is 
Music in any way associated with their religious rites and ceremonies? 
What is the general character of the Chinese costume ? Had the Chinese no 
religious sentiments regarding death that would impel them to construct com- 
memorative monuments of dimensions like those of the Egyptians ? Is brick- 
making one of the activities of the Chinese ? Have they any amphitheatres, 
mausolea, baths such as the ancient Bomans had? What is the range of 
climate in China from north to south ? Is it sufficiently different in parts 
from the climate of Greece and Italy to account for their differences in the field 
of Sculpture for instance ? Has the climate of Greece itself probably altered 
greatly since the fourth century B.C. ? Can you find adequate explanations 
of the past and present status of Art in China in the physical and psychical 
qualities of its inhabitants ? Has the race to which the Chinese belong ever 
accomplished great things in Art ? Is it wanting in bravery, or patience, or 
technical ability ? Has it been lacking in keenness and opportunities for 
conquest ? Has the intellectual status ever been that of ancient Greece ? 
Has slavery been one of its permanent institutions ? Do we owe the Art of 
Egypt, Greece, and Eome to the institution of slavery? Did the Arts of the 
Middle Ages flourish in connection with the institution of slavery ? Is the 
development of Music in modem times in Europe associated with it ? Eeasons 
have been given for regarding the strange course of development of the Chinese 
as the result of a method that brought precocious results, but had not the 
elements of plasticity in it, and hence led to no further development, but rather 
suppressed it. Is it a tenable assertion that the Art-activity of the land is 
the outward expression of this development ? Does this apply to that * Greater 
Asia * — Siberia ? Just in what ways do the Chinese differ from the tribes in 
Airica, from the South Sea Islanders, and from the ancient Egyptians ? A 
subtle connection is sometimes pointed out between the pre-eminence of the 
Greeks and the prevalence of sea- coast. Will this account for ancient Egypt, 
Northern Europe, and Japan ? Can differences in Art or any other activity be 
wholly accounted for by any one factor? Show how a combination of factors 
may have for its resultant what would be impossible to the same degree in the 
absence of any one of the factors. Is it sufficient for the purposes of Art- 
Philosophy to point out the general agreement between its Art-products, what- 
ever they are, and the life df the people ? Could you construct the psychology 
of the Chinese from their Arts ? What has been done in this line in regard to 
ancient Egypt and Greece, and modem Europe ? What underlies the idea 
that the history and psychology of a people may be partly constructed from its 
art-works ? Show the many ways in which a subtle acknowledgment of the 
connection between the art- work and its environment creeps out. What aye 
the Japanese pre-eminent in, and why ? Give a resume of what has been 
learned about the old life of Pompeii from the utensils, art-works, etc. there 
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Tinearthed. Construct a ' table ' of countries (ancient and modem) and of the 
purposes of the buildings which aspire to architectural importance thus : — 
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J 
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Dwellings.} 


c5 


Ampliitlieatre. 


i 
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Temples. 


1 
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Egypt (Ancient) 
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. * 




Borne •• 




•• 




Stc. •• •• 




•• 





In the squares at the proper intersections^ place x and for the respective cases 
of present and absent (taking the trouble to fill in all the squares). Examine 
the plan carefully, and in a comparative way. What does it tell one ? See 
if you can give reasons for the more or less striking divergencies. Are the 
differences fortuitous or capricious ? Would they tell us anything about the 
natures of the people inhabiting the various countries, and about the customs of 
the people ? Is the inverse true ? Would we expect just these particular 
Art-results from the nature and customs of the people as disclosed by infor- 
mation gained from other sources ? Construct a table with cross arrangement 
like the above for the Styles of Architecture that are most conspicuous in the 
whole history of Architecture with reference to the relative importance laid upon 
interior ( X ) or exterior (0) effects. Apply the above questions to this chart. 
Compare the Gothic cathedral, Grecian temple, Bomanesque cathedral, Egyptian 
temple, and Turkish mosque from this standpoint. The effect of the exterior 
of the Egyptian temple seems to be meagre compared with the interior effect. 
Is any reason assignable for the greater stress laid upon the interior ? Com- 
pare the various Architectural Styles with reference to the comparative Beauty, 
Grandeur, and interest of the sky-lines pertaining to their buildings. Construct 
a chart by plotting the amounts of stone employed in various buildings in the 
various Architectural ' Styles,' and superimpose upon this a rough plot of the 
cesthetie effects realised by the same buildings. What may we learn from this 
chart ? For what different ends are buildings constructed ? Contrast the 
Egyptian pyramids and the mosques of Constantinople in the above chart. Is 
there any particular reason for the divergence ? What was the object of the 
pyramids ? What Arts might have been cultivated by Man in the absence of 
all animate beings except himself? To what extent would Landscape Painting 
have been affected by such a condition ? To what extent would the cultivation 
of Lyric, Dramatic and Epic Poetry have been affected ? In what way might 
the Sculpture of Greece have been affected thereby? Would Egyptian, or 
Grecian, or Gothic Architecture have been affected to the greatest extent? 
Would Music suffer in the slightest degree? What is there about Music 
that would render its cultivation conceivable in the absence of all external 
* Nature ' ? What can we learn of the qualities of the respective Arts by 



202 [E 1— E i2 

making such suppositions ? Suppose sex to suddenly vanish as a feature of 
human existence, together with its psychic implications. How would the 
various Arts be affected ? — Which ones most affected ? Would formal Music, 
Architecture, pure Decoration, or Landscape Painting suffer much ? What are 
some of the more or less remote emotions that would suffer retrenchment from 
the eradication of this feature of human life ? What are some emotions that 
might persist, and yet owe their origin to this feature of life ? 

(E 2.) — ^The Greeks are said to have resorted to hair-oil sometimes and to 
corkscrew curls. Why did Mozart wear a peruke ? Would you judge Music 
always by the contemporary Style of Architecture ? Point out some periods 
when one or more Arts flourished while others did not. How can you explain 
the disparity between the merits of the Music and of the Architecture of the 
seventeenth century ? What evidences of the peruke are discernible in the 
music of Haydn even ? At what periods has each of the following Arts been 
cultivated with special success : — Music, Poetry, the Stage, Sculpture, Architec- 
ture, the Small Arts, Costume, Painting ? Which one of these Aits may be 
said to be really living to-day? Is this explicable from the contemporary 
environment? Wherein does the peculiarity of Music consist that it can 
flourish when the other Arts are not flourishing ? Are there any instances from 
past epochs? Did the Greeks carry out the development of Music to the 
extent that the Jews did ? Did the Eomans and the Egyptians cultivate the 
Art of Music to a great extent ? Is the cultivation of Music connected in any 
special way with Religion ? Did the phenomenal spread of Mohammedanism 
carry with it a corresponding development of Music ? What was the state of 
Religion in Germany at the time of Bach ? — of Mozart ? To what influence has 
the development of harmony been attributed? What is the nature of the 
images concerned in musical creative imagination as distinguished from those 
concerned in higher imaginative Painting ? In what way are the visual images 
of the artist deeply implicated with his sensations of the environment? What 
is pictured as the environment of Tintoret (cf. Buskin) ? In what respect does 
the environment of the street-life of a large city furnish fewer materials for 
images of costume beautiful in form and colour ? Under what circumstances 
is Beethoven represented as carrying on his composing during the siege of Vienna? 
Can the great development of landscape painting in modem times be assigned to 
the artists taking refuge in the nature-sensations of the country rather than the 
city ? Does the beauty of Nature consist in change of fashion as the beauty 
of dress is considered to ? Give reasons why the composition of Music may be 
considered as depending less upon images founded upon sensations of the 
environment than Painting and Sculpture ? Why do painters and sculptors pf 
the present day manifest a tendency to choose subjects relating to former periods 
of history rather than to paint and carve human life as 'it appears about them ? 
Will this dependence of Pictorial Arts upon images derived from external objects 
account for the respective merits of Painting, Landscape Painting, Architecture, 
Small Arts, and Music during the Baroque Period? Will it account for 
Poussin, Claude Lorraine, and Turner? Is the influence of the *wig' dis- 
cernible in the landscape paintings of 'Claude* ? Will this feature of 
environmental influence account for those disparities oi flourishing of simultaneous 
Arts that are such a remarkable feature of the history of Art ? Show that 
these disparities constitute a phenomenon the explanation of which lies with 
Art Philosophy. In what respect may the phenomenon of * imitation' (as a 
cause of degeneration) be regarded as a phase of mo^e-forming ? Show that 
the imitation both of forms and practices of one Art by another Art may be regarded 
as the outcome of the formation of images in the artist's mind out of materials 
derived from sensations of the environment? Why does this follow so 
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naturally when an artiat in one department undertakes to practise quite a different 
Art without the long preparatory activity — physical, in knowliHlge and manaj^H 
ment of the materials, and mental, in the use of the images foundeii upon this» 
and sensations of the external world, all entering into conception and execution 
of a wwk of art? Why would a thorough musician (creative) hardly find his 
own Art of much direct aid if he undertook to design cathedrals or to attempt to 
reproduce in pigments the form and colour-beauties of natural scenery? 
Would it be ^ any direct aid to a musical composer in comixwing to have 
obeerved and remembered and succeeded in reproducing all those intricacies 
and refinements of colour and form entering into a natural landscape? 
What is the difference in Fainting between fidelity to the actual form and colour 
of an object, and fidelity to our idea of that object as belonging to a class of 
objects by the possession of certain peculiarities distinguishing it from meml)ers 
of other classes of objects? What is a prcdoiHinani character, and how wouhl 
it be brought out in painting an object ? (Comp. Turner* s windmill as contrasted 
in ' Modem Painters/ vol. iv.) Why does it jirobably aild to the representa- 
tion of a tree to bring out strongly its tree-iness, viz. all those qualities that 
distinguish a tree from a flag-pole or bunch of rags ? Give several instances. 
Why are keen observation and feeling for the activities and processes of natural 
objects considered good traits in a landscape artist ? Does this apply to Arts 
that are perforce debarred from imitation ? What are some of the ditticulties 
that Music and rugs meet with in the expression of ideas ? What is the vast 
field of forcible expression of the qualities of objects and of noble symliolism that 
is open to Painting ? What justifies Painting ct>ncerning itself largely with 
the more noble aspects of Nature? What is the difference between exhorting 
master-painters to the choice of noble subjects befitting their Art and abilities, 
and condemning all Paintings that do not dis])lay such subjects or careful treat- 
ment? Is there not a legitimate field for humbler talent? Why would 
it hardly befit a painter of feeling and ability, and imbued with an intense 
admiration for the grandeur of Nature, to betake himself to rug designing? 
What would probably characterise the rugs designed by such an artist ? What 
can, and what cannot, a rug express befitting its structure and use ? Itecauso 
the rug can hardly attain to sublimity of expression, does it follow that it is not 
a legitimate feature of every-day life and worthy of artistic treatment? Dws 
it follow that, because we choose at times to follow the more sublime and noble 
expressions of Art, we have no right to enjoy the purely sensuous diversion 
offered by art- works of certain kinds ? l)oes the enjoyment of rugs neces- 
sarily justify rating them above a grand painting or temple? Apply to 
Miisie, If the influence of the environment upon the art-work be recognised 
as depending in part upon the * sensation-life ' and * image-stimulation ' on the 
artist's part, what bearing would this have upon the education of artists in 
different Art-Jields ? Is it not possible for the human agent to determine liis 
environment, at least in part ? What would ' artificial selection of environ- 
ment* mean? Would the religious painter do well to expose himself to 
exactly the same experiences as the dramatist? Is 'image-excitation* of 
emotions never vividly experienced easy ? Can you point out any Poetry that 
seems to have failed from the lack of emotional experiences on the part of the 
poet ? After reading the plays of Shakespeare, what is suggested regarding 
the probable mode of life of the author ? Would the author have succeeded 
better if he had presented us less of contemporary English life in his plays ? 
(Cf. Julitis Ccesar^ How would you explain in terms of psychic activity the 
difloiculty of an artist presenting forcibly anytliing more than the life which he 
lives and sees? Does this apply as strictly to Tapestry and Music as to 
Poetry and Painting? In what sense may the environment of Music be 
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considered as more abstracted from every-day life than that of other Arts? 
Will this explain the successful cultivation of Music in periods when the 
other Arts were not flourishing? What is the influence upon an Art- 
critic of the environment (Art) to which he exposes himself? What is 
the explanation of the capability of the madman to perform feats that a 
man working at the ordinary pressure could not? To what extent does 
artistic conception and execution partake of the same character ? Are there 
any physiological experiments to show that work exercises an effect upon the 
body parallel to that of stimulants ? Is this a form of reaction of the b6dy to 
eliminate the noxious products of broken down tissue ? What are some of 
the feats of the body under stress of fear ? What is the nature of etUhimasm ? 
ts there any evidence that this is an abnormal condition of the body and mind 
leading to abnormal results ? What are the implications of the states of mind 
corresponding to excitement, enthusiasm, inspiration, genius ? What evidence 
is there that the artist-mind does not work exactly like the ordinary mind? 
What is the derivation of the word enthusiasm ? Is there any meaning in the 
way enthusiasm hovers about religious ' movements ' and * experiences ' ? What 
have been the important implications of Eeligion and Art ? (Cf . Architecture, 
Bas-relief, Statue, Decoration, Painting, Literature, including Drama.) Can 
you find any general statement of wherein the faults of all kinds in all kinds of 
art-works consist? Can you find any parallel case in any other field of 
activity from which to obtain a clue ? life has been defined briefly as " the 
continuous adjustment of internal relations to external relations." What 
results in the dbsence of any such " adjustment " ? Will the idea unfitness 
satisfy the great mass of kiTids of faults in art- works ? Does * unfitness ' tell 
us much more about faults than we knew before ? What is the advantage of 
such terms as adjustment, fitness, adaptation, etc.? Do they connote a 
relation between positive features, of which both the relation and the features 
are mentally apprehensible ? Are there any types of unfitness to be generalised 
from the faults of art-works ? What phases of unfitness could be fancied from 
db priori considerations ? Would the three following phases cover all the 
heads : — Unfitness is possible between (1) materials employed as subject-matter ; 
(2) means oi presentation, being the physical and psychic qualities of the particular 
Art-department ; (3) end, or purpose (including utilitarian function when such 
exists), otherwise, connoting mental effect. [The treatment of these phases of 
unfitness is given (1) under A 1, 2, 3, 4, etc. ; (2) under C and D ; (3) under A 
and D.] How might these phases of unfitness arise? Is any historical 
cause adducible? As part of the environment of an art-work has been 
mentioned — other art-works. Could this bring about in any fashion the above 
phases of tmfitness ? Some of the tapestry and ceramics of the eighteenth 
century French work are often looked upon as debased. Were these Arts in any 
way influenced by other Arts ? What feature of the interrelation of Arts 
would d, priori considerations suggest to be mischievous ? What is essentially 
different between art- works belonging to different classes ? Are not the above 
** heads '* those that distinguish the different Art-departments ? What would 
naturally result from an " overlapping " of any two Art-fields in respect of — (1) sub- 
ject-matter ; (2) materials and mode of execution ; (3) practical function or aesthetic 
effect aimed at ? How would you account for the overlapping, or imitation, 
taking place ? What would be apt to lead to imitation ? Suggest a psychic 
phenomenon that might account for the imitation on the artist's part An 
artist is often said to " paint what he sees." How would this apply to the 
process of imitation ? How might extreme division of labour lead to such a 
result ? What is a great danger in art-works that arises when the designer 
and the executor are not one and the same artist ? Is it merely a danger that 
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the one will not ■ ' cany out well " the design of the other ? What is supposed 
to be the advantage of such specialisation of function ? What are some of the 
technic Arts that justify this proceeding ? Is it always beneficial to imitate 
in the Fine Arts what is expedient in the Technic Arts? How is * designing' 
usually done ? Is it done in the same materials and with the same tools as 
those employed in the execution? Wherein, then, lies the tendency of 
imitation ? A design for an oil painting may be first executed in outline on 
the canvas. Does it follow that an imitation of this method is best for Sculp- 
ture ? Describe exactly wherein lies the danger for Ceramics and Tapestry in the 
designer being a draughtsman and not familiarising himself with the Art-methods 
of the means of execiUing his design. Is there any evidence that designs for 
art-works of one class have ever been made by an artist working in quite a 
different field ? In what way would this naturally lead to imitation ? What 
would induce you to assert t^ priori that imitation in Arts must have an injurious 
effect rather than a good effect ? Has direct imitation been practised in any 
Art industries ? Can you find any examples in Benaissance work ? Can 
you give any examples from the Small Arts in the present day ? Consider aU 
the conditions of life previous to the * Eevival of Letters,' and speculate upon the 
d, priori results of the introduction of such an element as formed the leaven of 
the Benaissance. Do the A priori conclusions agree with the historical results 
as regards changes in Customs, Arts, Science, and Beligion ? What was a 
very striking difference between the putting of translations of Latin and Greek 
authors before the peoples of Europe, and attempting to make the architectural 
form of edifices fit actual buildings of the new environment? Show the 
practical implications of one Art as distinguished from the other (Literature). 
Why was a revival of * letters ' possible, and a revival of the Greek temple not ? 
What difficulties were opposed to a revival of Sculpture and the Sacred Dance ? 
In what sense was there a Benaissance of Painting ? What did the Benais- 
sance movement do for Sculpture and Painting ? Could it be asserted that 
the paintings of Baphael and Titian were in any way founded upon Greek 
paintings ? What do we know about Greek paintings ? Did it make a 
painting Oreek in any sense to adopt a Greek myth for mbject-matter ? What 
is the difference between a general a^ccess of a^ctivity and a revival of forms, such 
as architectural forms? Was the Benaissance movement in Art a n/itural 
movement, in so far as it related to the revival of Greek forms ? Can you 
discern in the successes and failures of the Benaissance movement a confirmation 
of the idea of environmental dependence of Art ? What lesson can we learn 
from the history of Architecture during the last five centuries ? Wherein are 
its general tendencies discernible in the examples of architectural activity during 
that period? 

(E 3.) — ^We have considered the connection between the art-work and the 
environment out of which it sprang, and, as part of this, the influence of art- 
works upon each other. We are therefore ready to look upon the art-works 
as a long line of successive phenomena, and see if this line possesses any uni- 
formities of evolution that can be generalised into a formula. In what direction 
would one expect to gain a clue to the mode of change in Art ? The effects 
of art-works upon each other has been considered in the aspect of simultaneous 
in time. What might be predicted from a priori considerations about the 
influence of art- works under the aspect of successive in time ? Could an art- 
work be pictured as influeocing an art-work coming subsequent in time? — an 
art-work preceding it ? Why might not an art- work influence its predecessors 
among^ art-works ? What is this strange figment " Time " that can be con- 
ceived as running in one direction only — forwards, and in which phenomena 
can influence other phenomena in one direction and not in another ? Why 
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cannot an event that is subsequent to another event be conceived as having 
influenced the preceding event? Why is an effect inconceivable as pre- 
ceding its cause? Is Time a sort of 'mental onesidedness ' due to eflfects 
always succeeding their causes ? Is Time a general statement of this order 
of succession? What is an 'event' in psychological terms? Upon what 
have we conceived an art-work to depend ? Woidd not its course of develop- 
ment then be dependent upon the course of development of the environment ? 
What has been the course of development of the environment? What 
modern thinker has attempted to formulate the mode of evolution of all things 
terrestrial and coemical, both inductively and synthetically ? What was the 
formula arrived at ? Does it apply to the phenomena of Art ? Criticise 
the following reasoning : — ^Art is dependent upon the environment.; the environ- 
ment has undergone an assignable change; therefore Art ha3 undergone an 
assignable change ; and this conclusion : — ^The evolution in Art must parallel 
the assignable evolution of the environment Apply IL Spencer's formula of 
evolution in dttaU to the historical course of development of Art, and dieck off 
any discrepancies there may be. Do the " super-organic " phenomena conform 
to this law ? How can there be an " integration of matter " where there is no 
matter ? Are we dealing with mind when we deal with art-works ? Can 
Music display an *' integration of matter'? Can the sensations slimulated 
by art- works be considered as matter t Have temples and paintings any 
"motion" such as may "undergo a parallel transformation'*? Are these 
anomalies in any way reconcilable? The progress of Art seems to be 
i^smodic. How can this be reconciled to the continuous development 
pertaining to physical changes ? The works connoted by the term Fine Arts 
do not seem to display any continuous development, indeed jprogresdve develop- 
ment seems to be wholly inapplicable to them, for the history of Art displays 
periods of less activity succeeding periods of greater activity. Moreover^ there 
is often a palpable retrogression in the quality of art-works in some periods as- 
compared with other periods. Are these seeming anomalies recojiciJ^ble with 
the mode of evolution signalled in the formula? Are there any a priori 
reasons for supposing that the evolution of Art cannot conform to the evolution 
of physical phenomena ?' Does not the formula apply to TuentcU evolution as: 
well as to physical evolution ? Do aesthetical feelings not come under the 
head of mentai phenomena ? How then can the various contrasts of Ancient, 
Medieval, and Modem Art be interpreted ? Does the evolution of the irtdus^ 
trial Arts conform to that signalled by the formula ? If so, why not the 
cBsthetic Arts (Fine Arts)? What are the essential differences between the 
Industrial Arts and the Fine Arls? Will the phenomena of extinct species' 
account for the apparent discrepancy? Does the formula allow for such 
negative progressions as the disintegration of the Boman Empire ? Does the 
formula take notice of the phenomena of death of the individual? Does 
the above formula propose to deal with Evolution and Dissolution^ or with the 
former only ? Does not the formula of Evolution refer solely to cases m which 
evolution is taking place, without any regard to the phenomenon of Dissolution, 
and without any assurance of the continuation of evolutionary change ? Does- 
it not assert that whenever and wherever evolution is taking place, it follows 
the course here formulated — saying nothing about other cases. Has the- 

race which has carried on Art been one and the same ? Will the division 
of Art-processes into (1) Subject-matter and Materials, (2) Mode of Execution, 
(3) Psychic or ^Esthetic Effect and Function, relieve one from the difficulty? 
Do art- works regarded under any one of these heads conform to the law of 
Evolution ? H, Spencer successively elaborates the law by successive addi-' 
tion£| of clauses. Can any clauses be added to the law as it now stands that 
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will make it relate more definitely to the evolution of Art ? In what sense 
is Fine Art a very dqnendetU Art? In what way does this expose it to a 
somewhat capricious development? Is it founded upon faculties of execution 
everywhere prevalent ? In what sense is Art*execution unlike the activities 
concerned in generating and developing Language ? In what sense does Art- 
work (labour) require a far greater degree of cultivating of faculties than other 
activities ? Has Art had the same impulse as other hiunan activities, such 
as Industrial Art, Language, etc. ? In what sense is the Ait-activity easily 
dispensible ? How would this affect possible smooth and continuous develop* 
ment ? Is it highly necessary to take the peculiar qualities of Art-activity 
into consideration in attempting to interpret its somewhat outrageous mode of 
evolution? Why has it been so exceedingly difficult to find one's way 
throu^ mental phenomena in general ? Were all the fossil ' links ' of mental 
development preserved to us? When unprovided with the archaeological 
remains of phenomena we naturally turn to that sort of 'living' Qeology — 
the embryology and development of the individual What are the difficiuties 
here in Uxe case of mentcd phenomena ? In what way does heredity com- 
plicate matters? Why is it that it is difficult to analyse emotions? 
Why has tJie will caused so much controversy in respect to mental phenomena 
being " conformable to law " ? In what sense are the phenomena of vrill very 
com^cated ? In what sense is the explanation of such a phenomenon as the 
artist Titian complicated? Is it best to begin with the most complicated 
phenomena first? Show that in the Fine Arts there are at least three 
phases of evolution. Would we explain the evolution of Art by showing the 
evolutioipk of executive ability? Would Music be fiiUy accounted for by 
describing the evolution of musical instruments? Would Architecture be 
accounted for when the development of tools was outlined ? Will a rSmmi 
of human mental development account for the course of development of Art ? 
Why will a risum4 of sociological development not serve perfectly to explain 
Ar^revolutijCMi? Show how complex the total environment of an art- work is. 
Show that, a condition of complete fitness to environment is correspondingly 
complex; Will this explain why an art-work can be the outcome of an 
environment, and yet not display Style? What forms a part of the total 
environment of an art-work, that is absent in the case of the animal, that is 
^Iso 'an outcome of its environment'? What part does the "mind of 
the oontemplator ' play in the environment of the art- work ? Does Art 
follow a course of development independent of Man ? Compare and 
contrast this idea with the idea that art-works would arise in the absence of 
Man. What facts in the history of Art tend to show that Art has a develop- 
ment independent of Man? Criticise this reasoning: — Art- works depend 
upon the environment, the environment is independent of Man ; therefore Art 
is independent of Man. What is meant by the environifient of an art-work ? 
In what way does it differ from the environment of the jelly-fish ? Can you 
point out any adequate ' viterior cause ' of the mode of the development of Arts ? 
What feature of Art has probably given rise to the idea ? What instances can 
you give that are historical of the tendency of the mind to erect its abstract ideas 
into objective entities ? Does Art acquire a mysterious objective existence by 
being spelt with a capital initial ? What facts probably led to assigning an 
objective cause of development to Language ? What is now predicated as the 
true cause of phonetic change in language ? Were the vocal organs completely 
under the direction of the will during the whole course of the development of 
language ? Will it ever be possible to make the vocal organs do whatever we 
wish them to do ? Are the phonetic mistakes of a child just learning to speak 
wholly referable to its lack of will-power ? Discuss the vocal organs as the 
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environment of speech. Can muscles ever become subjective ? Discuss the 
whole apparatus of speech, passages, muscles, lungs, etc. as factors in the pro- 
duction and guidance of language objective to the speaker and speakers. How 
might this partial dependence of language upon features objective to the minds 
of the speakers give rise to the idea that speech led a life of its own quite apart 
from the individuals using it? Did any one man make language? What 
was necessary before any utterance became language ? . In what way might 
this necessity for a consensus of usage tend to generate the idea that language had 
an existence apart from men and man ? Will the same considerations apply 
to Art ? In what way has the matter of Materials, and Tools, and control 
over muscles in handling Tools, very greatly aflfected the development of Art ? 
In what way have art-works been affected by utilitarian requirements ? What 
were some of the many implications of climate, customs, Beligion, etc. and Art 
that seemingly give Ait an extra-human course of development ? Are any of 
these factors in the development of Art superhimian in the sense of unappre- 
ciable by the human mind ? Does the assertion that a man may not be able 
to chop down a tree militate against the fact that by practice men are able to 
cut down a tree? Do the phenomena grouped under will and wUl-power 
belong solely to the psychic sphere of activity ? Would it do a baby much 
good to be mentally * strong minded ' ? WTiat relation do sheriff and police- 
man bear to law ? Why is w?iZZ-power subjected to such tribulations when it 
bucks up against automatic or reflex action ? To what extent is there a 
relation traceable between strong will-power and muscular and mental ability ? 
In what way does the method of treating Art in books as an evolution^ abstracted 
from the men creating it, tend to generate this idea of Art as a separate and 
independent existence ? Criticise the following reasoning : — The human mind 
has been postulated (in A) as the proximate environment of art-works ; if this 
held for any one period, it held for all periods ; therefore the course of develop- 
ment of Art is parallel to the course of development of the mind of the human 
i:ace. What is the formula which expresses the evolution of mind ? Com- 
pare the evolution of Art with this formula, and note any discrepancies which 
may appear. Does the "integration of matter and dissipation of motion" 
appear in the evolution of mind ? It has been predicated that ''the progress 
of Language, of Science, and of the Arts, industrial and aesthetic, is an objective 
register of subjective changes." Criticise the following reasoning : — Language, 
Science, and Art are dependent in their evolution upon the evolution of mind, 
therefore their evolution has a single cause ; therefore their evolution must be 
paralleL Does induction show that the evolution of Art agrees with the 
evolution of Science ? What is the difference between a general agreement 
and a detailed agreement ? Why is the distinction between objective and suJh- 
jective Art so impoitant from the standpoint of development ? Why also the 
distinction between imitative and non-imitative ? Are there any A priori 
reasons for supposing that a statement of the evolution of Art would include 
these concepts ? Would there be a difference between Art-objects of an earlier 
and later time with respect to these conceptions ? Which way would you 
suppose the evolution to take place, from the non-imitative to the imitative, or 
vice versa ? — from the * subjective * to the ' objective,' or vice versa ? What is the 
usual course of development in an artist's methods during his life-time ? Dis- 
cuss and criticise the following idea : — An artist begins by collecting experiences 
of the outer world, and practises imitating the outer aspects of Nature ; later in 
life he pays less attention to Nature, and draws upon his inner store. Has 
this been pi*oved inductively ? Can the same be asserted of the development 
of the scientist ; that after he has long and carefully applied delicate apparatus 
to measurements, etc. his mind tends to leave these and busy itself in drawing 
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conclusions, interpreting them in terms of simpler phenomena, and otherwise 
displaying mental activity? Does it militate against this idea that tho 
" interpretation of the universe '* was attempted very early in the history of 
mankind? Is it reasonable to suppose that the mythologic stage was not 
preceded by a long period of observation ? Was this observation consciously 
performed? Would the practical exigencies of primitive Man (or especially 
of primeval Man) justify the expenditure of a great deal of energy upon 
* laboratory work ' ? What is the general course of mental activity from 
infancy to manhood ? Can the tendency to pass from external observation to 
the * working over' of. images be regarded as a general tendency? Does 
psychology present any such a law of evolution ? Has such a psychic tendency 
any a priori probability ? Is there any reason for supposing that Man passes 
from a somewhat passive * sensory ' stage to a stage of relatively greater inner 
(mental, subjective) activity ? Why would the mental working be well nigh 
impossible without the concrete basis, and why is it subsequently easier to use 
images ? Is there any evidence to show that in general Art shows a tendency 
in its evolution to pass fix)m the careful imitative stage to the stage of nerve- 
stimulation with less reference to the outer aspects of the external world, viz. 
does the character of the art-works tend to become less governed by external 
objects, and more deferential to the human neural organisation ? What Arts 
represent the extremes of these developments ? In what sense is Music 
abstract as distinguished from naturalistic Drama and Painting? In what 
Arts has the feminine mind been most successful ? Are any women com- 
posers mentioned among the great composers of Music ? In what sense is the 
type of mind of woman concrete ? Has much origmal work in higher Mathe- 
matics, Architecture, and Philosophy been done by women? Does the 
explanation of this lie in the condition of removal of the fields of higher Mathe- 
matics, Musical Composition, and Philosophy from the field of images of the 
outer aspects of everyday life ? In what matters is the feminine mind very 
keen and retentive ? To what extent is a mind like a kaleidoscope ? What 
of its activities are least kaleidoscopic? Is there any reason why higher 
Mathematics and Music should differ so from ' images of the external aspects of 
contemporary life and Nature'? Would one expect a priori exactly those 
differences between the types of mind of man and woman respectively that exist 
in tiie living world about us ? Has a perfectly unsentimental history of the 
past life of woman among all races ever been written ? Is it at all a feature 
of nature of women to take their existence as they find it, good or bad, without 
keenly and seriously inquiring why it is so-and-so ? Are women in big cities .. 
standing the nervous stress of complex modem life better than men sire ? Can 
the physical, mental, and moral nature of women be truthfully said to be more 
conservative than that of men ? Does this refer to easily adopted artificial traits ? 
Of what importance for Art-Philosophy is the point — to what extent a mind 
tends to reproduce those images only of 'the outer aspects of everyday life'?* 
Have women been more successful as novelists than in any other field of Art ? 
Criticise the following reasoning : — Art depends upon the environment ; every 
environment is causally related to the one succeeding it ; therefore the expla- 
nation of the succession of art-works must b^ found in the succession of environ- 
ments. How is this confused by the fact that art-works become causally 
related to art-works that follow them ? What do you imderstand by environ- 
ment ? Is not a completed art-work liable to form a part of the environmeml 
of succeeding art-works ? Combine the two ideas. Criticise this assertion : — 
The relation of any art- work to those preceding it is explicable as the resultant 
of its contemporaneous (simultaneous) environment and the influence of co-existing 
and pre-existing art-works as a part of this environment ; and tiiis assertion : — 
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^The order of succession of art-works is explicable as the outcome of the order of 
the respective environments of which aU preceding art-works are a part. Is 
the development of the Gothic Style out of the Eomanesque Style to be thus 
explained ? Does the above explain why the Grothic Style did not precede the 
Romanesque? What has been the course of evolution of Language? — of 
Writing ? JDoes it agree with the evolution of Art in general ? What Art 
is intimately implicated with Language ? Does the evolution of the various 
species of Literature (including Drama) agree with the evolution of Language ? 
Does Language display any passage from the imitative to the symbolical ? 
What is that form of imitation termed ' onomatopoeia' ? What has been the 
course of development of Writing as displayed in Egyptian relics ? What is 
picture-writing f What is the psychic basis of its efficiency? What are 
ideographs? How does the change from the ideographic method to the 
phonetic method seem to have taken place in Egypt? Has anything like 
these two methods been employed in deaf-mute communication ? Does gesture 
seem to have added a symbolic mode to an ideographic mode ? In what way 
may mind in its development be pictured as passing from the ideographic to the 
more symbolic? WTiat is a "symbolic conception"? In what sense is 
tliis a passage from the natural to the artificial ? May it be regarded as an 
extension of the phenomenon of "mental reaction"? Is 'mental reaction' 
more marked in the formation of 'concepts' than in the formation of 'con- 
structs'? In what sense is an abstract concept a mental figment? What 
is that sort of subtle agreement between wordis in j^beir idea- and phonetic- 
aspects that is not s6 marked in scientifiq ' terms ' ? To what feeling is the 
choice of words in Poetry sometimes attributed? In what sense is the 
language of interjections less artificial than scientific terms ? Can you imagine 
metre and rhyme to have characterised the beginnings of Language ? In what 
sense are they artificial ? Does induction tend to show that the artificial 
forms of diction such as appear in Poetry were developed out of the ordinary 
language, viz. subsequent to its use ? Would these artificial forms of diction 
such as metre and rhyme have been of any practical benefit in everyday life ? 
Are we now-referring to the mythologic aspects of Nature ? Are the Veda;s to 
be taken as a representative work of primitive Man ? — of primeval Man ? Is 
there any inductive evidence that Language has undergone a development from 
the useful to the ornamental {relatively speaking, of course) ? What inductive 
evidence is there that Art has imdergone a parallel transformation ? Does thi^ 
conflict with q, priori conclusions? Is there any evidence that the mind 
underwent a like transformation, viz. from the * more immediately ' useful to tba 
' less immediately ' useful ? In what may the highest flights of ^Iathematics 
be conceived as differing from the thoughts of the savage? Does tliQ 
contemporaneous savage bother himself much about the acquisition of knowledge 
for its own sake? Contrast the sentiments of the Greek mathematicians 
•regarding the jealous purity of their subject with the probable sentiments of 
primeval Man regarding practical application of knowledge. What are the 
implications of the term ' abstract ' in popular usage ? Is there such a feature 
of Art»development ps that from the less difficult to the more difficult both in that 
presented ^and in the mode of execution ? Is this implied in that phase of 
development from the " simple to the complex " ? — ^from flie " indefinite to thq 
definite " ? What are some of the difficulties of representation that moderA 
landscape painters attempt to cope with ? In what way are the difficulties in 
representation increased when a landscapist attempts at one time to reproduce 
the facts oi form and colour of scenery? What are some of the practice 
difficulties in properly presenting a Music-Drama ? What are some of ^he 
co-ordinations of comoined labour necessitated by such a perforuiance ? Can 
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all the above features of development be mentally associated ? In what sense 
was the ' imitative ' the most ' natural ' ? In what sense was the ' useful ' the 
most ' natural ' ? In what sense were both ' the simple ' and ' the indefinite ' 
the most natural ? In what sense was the ' less difficult ' the more ' natural ' ? 
In what way is * natural * only an expression of the environment in terms of 
human structure and activity ? In what sense are " ornamental," " symboli- 
cal," "artificial," "complex," "definite" and "difficult" associated with the 
environment ? In what way are the above features of Art-evolution merely 
an expression of the passage of their environment from "an indefinite, 
incoherent homogeneity to a definite, coherent heterogeneity " ? Give instances. 
What inductive evidence does Herbert Spencer refer to which bears upon 
this point? Is the evidence referred to sufficient in itself to establish 
the formula for Art-development? Is there no contradictory evidence? 
In A 3, p. 9, and A 4, Art was regarded as a parasitical function. What meaning 
has this for its course of develo^Hnent ? What evidence is there that, in 
general, Man displays a tendency to follow as an end activities that were 
formerly a means merely? What was considered to be the function of 
Pleasure from Nature's standpoint? Take the three primitive activities 
classed as the functions of mUrition, defence, and reproduotion respectively, and 
indicate in what way they may come to be participated in as an end in them- 
selves, without regard to the function to which they once were a means merely. 
Discuss from this standpoint the development of cooking and serving food, dL 
games and the sham combat, and the extension of courtship. Could facial 
beauty be looked upon as the outcome of the development of secondary sexual 
traits, and its cultivation in art-works as the mefntcd extension of this selection^ 
Indicate clearly the passage from the functional to the sesthetical in this ca3e. 
May Sculpture be regarded as the expression of the mental extension and 
refinement of the process of sexual selection, with regard to the generation of 
seconds^ sexual traits ? Contrast the Boman custom of watching men engaged 
in real combat with the modem Theatre, in which the pitched battles are only 
too palpably sham, and where an accident upon the stage causes a shudder. 
Contrast also the games of competition, tennis, etc., with the games of actual 
combat, wrestling and boxing. In what way do the opposed conditions of 
marching and dancing players, as distinguished from the modem seated orchestra, 
display a differentiation? Are the modem musical instruments highly 
poriaMe in the same way as more primitive instruments ? What instraments 
do we have recourse to for marching purposes ? In this connection, comment 
upon the organ 'built into' a church, the semi-movable pianoforte, and the 
kettle-drums and bass-viols of the orchestra. How was it possible for Greek 
dancers to accompany themselves ? In what way do modem dances differ from 
the ancient dances ? What phases of emotion do we express otherwise than by 
the Dance ? Do the different * varieties ' of Arts compete among themselves 
fpr survival ? What are the means of survival of art-works ? Are there any 
limitations of the ' means of ' subsistence ' ? Is there a certain ' labour-fund ' 
for the sustenance of Art ? Does the survival of an Art depend upon whether 
artists take hold of it or ignore it? What is the influence of patronage upon 
the survival of particular Arts out of the whole number of possible Art-activities ? 
Is tiie cultivation of all the Arts a uniform one in time ? Befer to the plotted 
lines on your synchronological chart, and see in how many instances periods of 
activity of Arts coincide, and in what instances they deviate? Can you 
exfdain the deviations ? Can they be referred to the environment ? What 
in the environment would be likely to cause one Art-activity to be participated 
in \o the injury or suppression of other Art-activities ? Have historical events 
-fii. national importance had any differential influence on Art-activities? Is 
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Art-activity sensitive to the influence of wars, plagties, national prosperity, or 
(.'an changes in religious sentiment be assigned as a cause of 
differential cultivation of Art-activities? What might he the influence on 
Drama of the suppression of stage performances ? Wliat cause would you 
assign to the phenomenon of the succession of architectural Styles in such a way 
tfiat the prevailing Style monopolised the field ? How would you account for 
the rather short ' rudimentary ' stage of a Style in its replacement by another 
Style ? Did the buildings produced in a certain Style perish with the disuse 
of that Style? How do you explain the somewhat aurprising fact that 
churches wctb sometimes completed in another Style than that in which they 
were begun ? Give some inatances of buildings, injured by lire or otherwise, 
being restored in another Style than that in which they were previously built. 
How long was the Colc^ue cathedral in building ? How long were variona 
Egyptian Pyramids in course of construction ? Was a pyramid designed to be 
of a particular size? Were pyramids ever finished in a different Style than 
that in which they were begun ? Is there any other form of construction that 
might he stopped in its construction at any time and finished in its desigTied 
form} Are there any 'orders' or classes among Egyptian Pyramids? 

Through what length of time did pyramids continue to be constructed ? What 
real architectural Styles can be said to have persisted for the longest and shortest 
time respectively ? Is there any rational interpretation of these differences of 
life-term ? Is life-term of an architectural Style dependent upon any parti- 
cular feature of the environment? Was the change from one Style to another 
a sharply demarcated one ? What time-relation exists between the duration 
of transition or quiescence and the periods during Iwhich well-marked Styles 
vigorously prevailed ? Why is Art-study made simpler by paying less atten- 
tion to the phenomena of the ' transition-periods ' ? Is it possible to look 
upon architectural development as a perfectly ernitimmia process ? With grand 
monuments of a former Style remaining, would you suppose that a Style would 
be foi^otten ? Would the mode of dmiig things that had long prevailed be 
easily and quickly uprooted ? To what extent had facility of conception in 
the Gothic Style languished at the time Wren restored the western towers of 
Westminster Ahheyf About what date would you assign to the beginning of 
serious and unprejudiced work in ArchsEology ? How recent has been the 
appreciation of certain assignable priiidples of architectural construction under- 
lying aU the discrepanoies of architectural forms (Styles)? What were 
Viollet-lc'Due's contributions in this direction? Is there such a feature of 
Art-activity as the ' conservation of energy,' or as ' cellular competition ' ? Is 
it a probable supposition that there is a certain stock of energy available for 
Art-production and appreciation, which stock is competed for by the varioua 
Arts? Can Arts "compete"? Examine the curves of your chart for 
simultaneous periods from this standpoint: have there been periods of Art- 
activity when the inter-relations seemed to be contagious and conducive to 
universal activity; or has there been a conservation of Art -energy displayed in a 
limitation of Art-activity at any one time to certain fields? Would tiie 
historical succession of architeotural Styles have taken place in spite of Man, or 
in opposition to the influence of the environment? In what sense may 
each of the following Styles be regarded as the necessary antecedent of tlie 
Styles succeeding it : Koman Style, Basilica Style, Romanesque Style, 
Gothic Style ? What was the structural problem that was being gradually 
solved in this succession as far as Ecclesiastical Architecture is concerned ? 
X)o we possess any documentary evidence from the architects of the Gothic 
period as to the derivation of their Style ? Has a ' stru^le for existence ' and 
' the Attest ' obtained in Art in exactly the same way 
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Life? What has been the 'environment* which compelled this strugglia 
among the Arts and among the forms, etc., entering into the art-works ? What 
difference in meaning between ''the fittest" as applied to art-works and 
organisms respectively ? Did one building have an hereditary tendency to take 
after another (atavism) ? Whal; would be the effect of the persistence of an 
art- work upon subsequent art-works? Does the idea of '' geographical 
distribution " find any application to the evolution of art-works ? Is not 
geographical distribution a fact of architectural Style ? Make a chart repre- 

senting the regions of the prevalence of all the modes of construction which are 
sufBiciently demarcated to allow of verbal distinction. What tended to confine 
an architectural Style to the region in which it was developed ? Why did the 
Gothic Style not penetrate to India? Why did the '* revived Gothic" 

penetrate to Egypt ? What were the harriers to spreading in former times as 
contrasted with present times ? Contrast the barriers that are effective in the 
case of geographical distribution of Plants and Animals with those of effective 
influence upon the geographical distribution of Art-Styles and art- works? 
Will mod^n Japanese Art enjoy immunity from Parisian influence because 
Japan is an island ? Indicate on the map-chart the region of prevalence of a 
domical Style of construction. Is the Mohamedan dome-Style of India in any 
genetic way af&liated to the Christian domical Style of Bussia ? How could 
a Style be propagated (extended, distributed) when the buildings displaying 
it were stationarj/? We have seen that there is an intermediate factor 
between one temple and another. What psychological law is implied in the 

assertion that one temple was derived from another, and one Style from another 
Style? Is there any genetic bond of affiliation between the following 

examples of buildings : — Capitol Building, Washington, D.C. ; Taj Maha^ 
India ; Pantheon, Home ; Suleymaniya Mosque and St. Sophia, Constantinople ; 
St Paul's, London ; St MaVk's, Venice ; Escurial, Spain ; St Isaac's, Moscow ; 
Peterboro' Cathedral, England; Tomb Mosques, Cairo; Cathedral, Florence. 
What were the relative areas of distrSmtion of various architectural Styles? 
What were the regions and relative areas in which the three types of architec* 
tural construction — trabeate, domical, and vaulted — ^prevailed ? Do the relative 
areas of distribution bear any relation to the inherent possibilities of adaptation 
of the various modes of construction ? Do other Arts display any Cetcts 
bearing upon geographical distribution? How would you interpret the 

geographical distribution of classes of art-works in terms of (1) environmental 
relation ; (2) genetic extraction ; (3) Art-evolution ? How does geographical 
distribution of organisms (animal and v^etable) bear upon the question of 
the evolution of organisms? Do the facts of geographical distribution of 
classes of art-works, etc., bear upon the question of Art-evolution ? In Biology 
there is embryolcgical evidence of evolution of organic beings. Is there any« 

thing analogous to this in art-works ? Are we not concerned in ArchaBology 
with the fossil class of evidence rather than anything like evidence from Em- 
bryology ? In what respect may certain features of art-works be regarded as- 
^ mdimentary traits " ? Can a certain practice be r^^arded as ' mdimentary * 
as well as fite reproduction of form ? What ' rudimentary traits ' does the 
history of Architecture display ? What evidence is evinced by * mdimentary 
traits' that the various line Arts have undergone a slow development, each 
period being causally related to contiguous periods, instead of being a soecession 
ci mere isolated phenomena? Are there any diffUmlties of ckwifieation in art* 
elaarification such as were so tromblesome to Botanists and Zoologists ? Are 

the demarcations between the tmildings of any two architectural Styles quite an 
precise as paying attention to tJu typical Styles would lead one to beUeve? 
What Hie some of the diffieolties of classifying buildings displaying features both 
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of the Romanesque and of the Gothic Style ? Why is there a tendency to 
erect these intermediate edifices into a class — the Transition Style ? Is there 
any analogous procedure in Biology ? How have difficulties of classification 

been 'interpreted' in Biology? Does the same interpretation apply to 
difficulties of classification in Architecture ? What evidence is there in the 
(fossil) intermediate forms of buildings for the idea that Art-succession is a 
'development' and a continuovs one? It is often deemed convenient and 
fitting to divide the works of an artist into three classes or periods (cl Turner, 
Beethoven, Wagner, Groethe). What has often to be overlooked (dis- 

regeurded) in such a classification ? Begarded from the functional side, is there 
any reason for believing that the changes in the mind of am artist are any more 
than a devel'Opm^ent and a eonfmuous one at that? State clearly several respects 
in which the note-books of Beethoven and the sketches (enormous number) of 
Turner are instructive ? What difficulty exists in tracing the ancestry of an 

art-work that does not exist to the same degree in tracing the ancestry of an 
Animal or Plant ? Does one temple spring firom another in the same sense 

that one animal is the offspring of smother ? Show clearly just what is meant 
by the connection between two edifices supposed to be causally related to cme 
another. Will there necessarily always be an ' objective * record of the ' sub- 
jective ' continuity of development ? Is a lapms which may be regarded as an 
architectural ''missing link," to be taken as conclusive evidence that there 
was no link in the artist's mind? What is meant exactly by the 

statement that the Gothic Style was the offspring of the Bomanesque 
Style? Have sufficient 'objective links' been preserved to prove the 

derivation? Is it to be expected that objective links would exist in 

aU cases? Does similarity of forms always prove conmion derivation? 

Can the Gothic Style be said to spring directly out of the Saracenic 
Style because the ' pointed arch ' appears in buildings of each Style ? 
Tiy to construct an ancestral tree giving ' the descent ' (in iim>e) of all the Arts. 
What difficulties are met with on the very threshold of this undertaking? 
Have we much evidence bearing upon the origin and early developm^at of Art ? 
Do aznr of the art- works that have been preserved to us bear signs of emanating 
from Man in his really primitive stage ? What light does Archaeology in 
general cast on the problem? What technical Arts did Man practise as 
displayed by the implements preserved to us ? Would this tend to show that 
the beginnings of Art are to be sought for in certain roots of the Small Arts ? 
Why would we be inclined to this view by a priori considerations? What 
were the motives that prc^pted man to exertion in his early development? 
In what sense have we ' embryological* evidence bearing on the origin and 
development of Art in the savage races that still inhabit parts of the earth ? 
How does the anthropologist proceed to piece out his conception of primitive 
Man from the practices of existing barbarian tribes ? Is there any other way 
of approaching the formation of a conception of the origin and early development 
of Axt? Upon what evidence does the geologist predicate the causes fk 
primeval changes to have been the same as those now acting to produce changes ? 
Can preceding and succeeding members of a ' series ' be calculated if one part of 
the ' series ' be known ? Does any assumption underlie this mental recon- 
struction ^ the past by the present ? Is the formula for tl^ evolution of Art 
sufficiently supported to justify its extension and application to prehistoric 
periods ? Does the formula admit of an extension forwards in time ? What 
would be some of the ultimate results in Art-activity as conceived in terms of 
this formula ? Can the advent of the process of Dissolution be predicted ? 
Are any of the Arts founded upon an artificially induced faculty ? In what 
respect may the sense of hearing be said to have been cultivated in an artificial 
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direction? Is the process extensible? What changes in the tolerabilityof 
daring harmonic effects have been developed since the time of BcuJi ? miat 
bearing have these- considerations upon the future of the various Arts ? Have 
we any reason for supposing that entirely novel features of some Arts will be 
rendered possible by the discovery or cultivation of unknown or undeveloped 
features of our sense-or^ns and mind ? Would the progress of Music in its 
totality seem to sanction such an idea? How did an Egyptian decorator 
attempt to suggest 'differences of rank'? Upon what psychic phenomenon 
is based the procedure of erecting the king into a giant eight times as large as 
ordinary mortals ? Has this any bearing upon the problem of that effect 
termed ^ sublime ' ? Does the same feature of ' size as an exponent of rank or 
might' appear in Christian Art? Does loudness of tone ever appear as 
suggestive of power (' might ') in musical compositions ? What are the earliest 
examples of (urawing that we possess (viz. representations of natund objects upon 
a flat surface by any means)? Does the 'outline* drawing precede the 
painting in colours? Does it precede any representations "in the round" 
(Sculptured)? What kind of objects are represented in the drawings of 
prehistoric Man and of the earliest Egyptian wall-decorations ? Are they 
subjects that you would expect to be represented ? Do they throw any light 
on the course of the development from the utilitarian to the less utilitarian, and 
from the natural to the artificial ? How do the earliest Egyptian statues 
compare with the earliest ECTptian wall-decorations in naturalism of treatment 
(effect) ? Are there any & priori reasons for supposing that the representation 
of an object by means of the sculptured figure would be easier than its represen- 
tation in bas-relie/, or intaglio^ or drawing ? Does figure-sculpture among the 
Greeks seem to have attained an eariier maturity than bas-relief ? How lb the 
human body treated in the Egyptian wall-decorations ? Would you f^ncy it 
more difficult to represent an object 'on the flat' than in figure-sculpture? 
What feature is displayed in the first attempts of a child at drawing ? What 
makes it difficult to represent objects upon a flat surfoce ? Do we possess 
any remains of anticipatory solutions to the problem of how to suggest the solid 
character of natural objects ? Would bas-relief suggeet any method applicable 
to the 'graphic' Arts? What are some attempts to represent an army 
displayed in early paintings ? To what would you attribute the length of 
time required to develop the ability to suggest the solid character of objects and 
their relative distance from the observer ? Would proper chiaroscuro-effects 
have solved the problem ? Give a r6sQm6 of the history of Painting from the 
standpoint of the attainment of the power to represent objects upon a flat surface 
so thi^ they appear solid and relatively placed in space? Were the earli^ 
artists eonscumsly strimng for this end ? Did they know it could be aUained? 
Can the long delay of the discovery of the law of perspective be regarded as the 
result of not knatoing what was possible in drawing? What is the difference 
between Bobinson Crusoe upon a desert island and some savage under Uie same 
circumstances? What makes it possible to suggest objects in three dimensions 
by lines extending in two dimensions? Did the discovery of the law of 
perniective lead to ibe practice o{ {perspective in painting or vice versa? What 
is me difference between the estabnshment of die law and the perfection 
of tlie practice ? Do all modem paintings display absolutely perfect perspec- 
tive drawii^? Can perspective be executed wholly by rule? What 
is aerial perspective? To what is it due as a phenomenon in Nature? 
Does its leoognition antedate that of perspective (linear)? Did its practice 
antedate its enunciation as a law of natural phenomena ? What features of 

ait^woiks can you show were realised in practice before they were formukited 
into principles, or their causes investigated? Did perspective have to be 
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studied in order to execute statues and bas-reliefs ? Which of the Arts could 
successfully develop without any knowledge of the laws of perspective? 
Does aericd perspective enter into Sculpture ? — into Decoration ? Do effects of 
perspective enter into stage effects ? Did the Greeks employ scenery in their 
theatres ? Would the painting and use of scenery be likely to develope a sense 
of perspective applicable to easel-painting ? To what epoch would you assign 
the first development of * scenery ' ? Can scenery painting be said to have 
influenced the progress of Art to any considerable extent ? Are any noted 
artists reckoned among scene-painters ? In what way is scenery very much 
like Venetian glassware? Have we any 'scenery' by noted Masters pre- 
served in Art Museums ? What is a necessary but perishable adjunct to the 
effect of stage scenery ? Show that scenic effects on the stage must be classed 
with the immediate preserdative Arts ? What takes the place of aerial per- 
spective in monochrome ? Does this show that they should devote themselves 
to near or middle distance? How is aerial perspective affected at sunset 
(etching) ? Give the history of the arch, with all the archaeological examples 
upon which the inductions rest. Does the mode of development display the 
' line of least resistance ' and the ' economy of human energy ' ? Was it a 
process of continuous cumulative discovery, or an abrupt invention ? What 
do you conceive was the origin of the dome ? Is there any inductive evidence 
bearing upon the point ? Apply the foregoing questions upon the arch to the 
development of the dome. Eegarding Eomanticism broadly as a revolt from 
conventional rules and practices, how could it ever lead to a slavish imitation of 
natural objects ? Explain clearly how it would be possible to be at one time 
an admirer both of colour-compositions, of symbolic conceptions generally in 
Pictorial Art, and of painstaking examples of fidelity to Nature ? Is it possible 
for a single picture to display all of these qualities ? How may a picture 
suggest some human idea, and yet be a faithful reproduction of natural objects 
in so far as details are conoerned? How does it arise that some combination 
of objects can be idealistic while each object is highly naturalistic ? Make some 
careful comparisons between works of tie Eomanticists and the Classicists, and 
tabulate the more constant differences. Try to put these differences into such 
a form as to define the Bomantic movement, both in aims and results. Can 
Komanticism be defined by any one quality ? Does it disprove the facts of 
unlikeness that no one feature of unlikeness is universal ? Apply in an 
attempt to define the pre-Raphaelite movement. Did the so-called Bomantic 
movement extend to Sculpture ? Give two reasons why this movement would 
probably be less effective in the field of Sculpture than in any other field ? 
What were some of the limitations imposed upon Sculpture during the Middle 
Ages ? Show in how far the following tendencies or phases of Bomanticism 
apply to Sculpture: — Medievalism, symbolism, subjectivity, revolt against 
traditions, Naturalism, Beligious Symbolism. Was the effect of the Bomantic 
movement upon Painting in France as wholesome as upon French Literature? 
What was the I>ramafie School of French Painting? What danger would 
Painting run from an encroachment of the Stage ? — of the Novel? Is any 
such encroachment apparent ? Discuss the Bomantic movement from the 
following standpoints . — (1) Medievalism ; (2) Liberalism ; (3) Archaism ; 
(4) Love of Nature ; (5) Fidelity to Nature ; (6) Symbolism ; (7) Defiance to 
Art-rules; (8) Picturesqueness ; (9) Mysticism; (10) Bitualism; (11) Indivi- 
dualism ; (12) Bevolt against Pseudo-Classicism ; (13) Subordination of form of 
expression to idea expressed ; (14) Introduction of Poetry into the various Arts ; 
(15) Desire to express poetic ideas in more pleasing forms than those displayed 
by the outer aspects of modern life ; (16) Assertion that real Art can only flourish 
when the artist is impelled by strong feeling ; (17) Bevolt against tlie idea that 
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humble phases of life cannot be made subject-matter for poetic treatment in art- 
works ; (18) Assertion of an intimate connection between the art-works of an 
artist and his life, especially his moral character. Which of the above ten-^ 
dencies was most important for the development and perfectioning of a new Art 
— thQ Music^Drama? Which of the tendencies were most salutary for 
Painting that could not express itself in terms of the unsesthetic aspects of 
modem life? — which for an Art that dared not express itself in such terms 
on account of inconsistency thereby arising between outer aspects of everyday 
life and such an artificial diction as musical dialogue (Music-Drama) ? 
Did the movement extend to Mv^ ? How would this be possible ? Were 
there any musical * pre-Kaphaelites ' ? Could there be fidelity to Nature ? 
Were any features of Medievab'sm applicable to Music ? Make a summary 
of Berlioz*s tendencies ? Can the Semantic movement be said to have made 
R Wagner's Music-Drama possible ? How is it, then, that Greek Art is often 
spoken of in connection with Wagner's works ? Was the destrvAStive side of 
Wagner's work a part of the throwing aside of rules that marks part of the 
Bomantic movement ? What was occurring in France during the times of 
Wagner's sojourn in Paris ? What qualities of the Gk)thic Style made its 
'Eevival' possible in modem times? Did England, France and Germany 
display the same activity in the movement? What has resulted from the 
movement in the three countries as regards the erection of important public 
and private buildings ? Can you trace any connection between the Eevival 
and the fact that the Gothic Style was of northern development ? What 

changes had England, France and Germany imdergone since Gothic Architec- 
ture had ceased to be a living Art ? Was the decline of Gothic Architec- 
ture the outward expression of its unfitness to the changed conditions? 
Was the * Renaissance ' movement a real success in the above countries? 
Were the revived Gothic forms more fitted to existing conditions than the 
lingering Eenaissance forms? Can the Gothic forms be said to be more 

adapted to modem requirements of private, civic, and ecclesiastical buildings 
than any other forms ? Are there more possibilities of adjustment of Gothic 
forms to modern requirements than in the case of other forms of the past ? 
What were Pugin's * Principles 'a demand for? Is it probable that such an 

adaptation can be effected between Gothic forms and principles and the modern 
environment that the term Style could be applied to the results ? We are now 
in possession of much more knowledge of Grecian Architecture than Vitruvius 
vouchsafed to the Eenaissance Architects. Does this make it possible to 

yevive the forms of Greek temples in such a way as to produce a Style for 
modem church, municipal and private buildings ? Do not the English 
Houses of Parliament serve their purpose well ? Can the building be regarded 
as displaying Style ? What has the whole Romantic movement led us to 
appreciate^ if not to practise ? What were some of the judgments passed upon 
the Gothic Style by various noted men of the historical period against which. 
Romanticism was a reaction? Had the movement done no more than to 
enable us to appreciate the works of Shakespeare, would it not have been 
justified? Indicate some of the broadening of appreciative horizon that 
possibly resulted firom the Bomantic movement with regard to Literature, 
Beligious Painting, Architecture, and the Small Arts of pre-B«naissancd 
periods. In what way may the movement be regarded as having led 

to an appreciation of the principles of Architecture aside from any formal 
types? In what way may the works be interesting of a movement 

that was itself unsuccessful, for reasons that can be discerned ? What 

are ' n^ative ' results in scientific investigation ? How would you sum up 
the lessons of the Classic and Bomantic movements in their totality ? What 
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bearing have the concliiaions upon Uie problem of environmental relation ? 
la it probable that an ftrtpeuvironment ever reverts? Does this mean that 
as regards the art-works of the past we must regard them with a tender sadness, 
since they are the outcome of conditions that will never revert ? How does 
this irretrievability bespeak the care that we ought to bestow upon those beautiful 
monuments of a past ? Boes this mean that we ought to replace them with 
our ovm work, wrought under entirely different conditions ? What is a glaring 
difference between restoration and preservation ? Give all the grounds for 
believing that consummate art-work is Uie complex resultant of a complication 
of forces ; that it is no more likely that the art-work should be reproduced thaa 
that the complicated combinatioa of forces, physical and psychical, should recur. 
In what sense may an art-work be multiplied in order to make some of its beau- 
ties evident, or to enable some of its features to be utilised for a study of Art? 
Compare with the difficulty of reproduciiig a consummate work of art of the 
past, the difficulties rf reproducing a mind to appreciate it. What light does 
this throw upon what constitutes the environment of a work of art ? Do you 
suppose that all that is necessary in order to revive the Art of Sculpture as 
practised by the Greeks is to mate a thorough study of Greek mythology? 
Do you fancy that the Renaissance architects would have revived Grecian archi- 
tectural forms as a living Style if they had been conversant with the real Greek 
temples even ? If they had comprehended the principles of Greek Architecture, 
would their application have led to the use of the same forms in the new en- 
vironment ? Would it be absolutely impossible to reproduce the conditions of 
ancient Greece? Will such a t^an^ prtAably oceiir? Of the act of volition 
it is sometimes asserted that Man has a means of choosing 'as he likes.' 
In the actual acts of volition of every-day men (not on parade), why are they 
likely to Wee in a certain icay^ Wliat can we and what cannot we, learn 
from the conception that Art-development has been a slow, natural process? 
Will it enable us to sit down and design a state-house in an 'entii-ely new 
Style'? What is seemingly the only circumstances under which a new 
and living Styh has been developed? Was it done by office work with 
' pen, and paper, and ruler ' ? What deeper meaning has Style when we 
recognise its inclusivoneas, and how grand Styles, when the environment changed, 
eeas&i to he Styles any longer ? Have we really put ourselves in the position to 
discover if our environment really calls for a completely novel iSfyie? Have 
we ever mixed any clay for ourselves, fresh from the start, not hardened in any 
of the Gothic protuberances or Classic smoothnesses, to expose to the environment 
with a willingness and patience to wait and work three hundred years for the 
environment to mould the plastic mass into a beautiful and fitting shape, which 
(we are led by the history of Art to believe) would be one different from its 
predecessors? Is there valid evidence that any one part of a real archi-* 
tectural Style has been produced without undergoing a development ? How 
loTig apart are the Cathedral of Amiens and the old Eoman ' basilica ' ? What 
is the difference between an exhortation to tffort and an exhortation to force that 
effort in a certain preconceived direction ? Looking over the whole develop- 
ment of the Fine Arts in all times and all places, what r&le would you say intense 
feeling on the part of the creatuag artist had played in leading to real Style in the 
resulting art- works ? To what extent has this " feeling " been (1) a keen desiix) 
to express some idea or emotion ; (2) delicacy of esthetic discriminations ? 
What has almost invariably been the result of mere copyism? What meaning 
has this for living Art at the present day ? In what way does this enter into 
the cold study of art-works ? What can be learned about the nature of Art- 
activity from such considerations ? — about Beauty ? — about the pleasure we 
derive from the contemplation of art-works? What reasons are there 4" 
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believing that sesthetic pleasure is notB simple, invariable, homogeneous feeling, 
but rather a summation (integration) of many variable factors ? Why is this a 
much more tangible concept for positive sesthetics than Beauty ? What rfile 
does Style play in determining this complexus of aesthetic feelings ? If you 
assumed that Style connotes a condition of affairs that furthers the aesthetic 
pleasure derived from the contemplation of an art-vork, how would you 
reconcile it with the following ideas : — 

Style connotes a relation of fitness between : 

(1) Subject-matter and mode of treatment. 

(2) Art-work and artist. 

(3) „ „ the materials employed. 

(4) ,, j, the tools ,, 

(5) „ ,, mode of execution. 

(6) „ „ its practical function. 

(7) n ,f its psychic effect aimed at. 

(8) „ „ position of spectator« 

(9) „ „ its size. 

(10) „ ,, its duralHlity, or its probable duration. 

(11) „ M its mode of contemplation (whether it be ' immediately 

presentative ' or not). 

(12) „ „ its social environment. 

(13) ,y ft its total environment, including inorganic, organic, 

superorganic, technic, ancestral, social, and 
institutional factors. 
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DIAGRAMMATIC SUMMARY. 



The extreme complexity of arrangement of questions dealing with so exten- 
sive a subject render the traditional subject-index almost impossible. Instead of 
an index, an alphabetical index of the principal phases of the subject is given, 
and in connection with it a diagram and tlie following summary of the field 
covered by the questions as a whole. It is hoped that it will not only serve as 
a suf&cient reference-index, but also assist the student in appreciating the 
subject-matter in its integrity. The importance of the order in which the ques- 
tions are given has been alluded to, but stress was not laid upon the fact that 
there is a consistency of the questions as a whole, the import of which might not 
be recognised. In the following scheme, therefore, the subject-matter of the 
whole book is presented in its philosophical form, which departs somewhat from 
the order of treatment indicated in the Contents (II.). It will thus be seen that 
the subject assumes almost a deductive aspect when viewed from the standpoint 
of Style. 

The whole subject may be viewed from the standpoint of Style, Its meaning 
is gradually extended until it includes the total environment at any one time 
(including ancestral influences). The object is to learn something about art- 
works, to classify them in various ways, to find an explanation of this possibility 
of classifications, and express the interpretation in terms of the total environ- 
ment. It is not a mere assumption that a relation exists between art- works and 
the environments out of which they have sprung. Induction and deduction 
point to such a relation. The object of investigation is to find out if the sus- 
pected relation holds definitely and in detail for any and all times and places 
and art- works : — not simply does such a relation exist, but the definite statement 
of wherein it exists. Mental exercise is offered (as in Biology) by the attempt 
to resolve the general presumptive idea of fitness into definite special relations of 
fitness. In order to do this, the environment must be investigated. 

This environment is resolved for convenience into Physical, Superorganic, 
and TechnicaL That this division is a conventional one is considered when the 
two latter groups are referred to in their relation to the Physical. The subject is 
more varied and interesting when Physical, Superorganic, and Technical are 
viewed as interrelated, instead of taking them as statical facts. Hence, in 
pp. 9-66, the qualities of the human mind and nervous system are regarded, 
not as axioms, but as derived features (genetically). That works of art depend 
in part upon the Technical environment is discussed in pp. 91-102, viz. 
Materials, Tools, Mode of Execution, etc. are regarded as part determinants of 
Style — as parts of Style. The differences among Art-classes (varieties, fields, or 
departments) are extensively referred to this cause, viz. various Styles (Architec- 
ture, Sculpture, Literature, etc.) are referred with more special definiteness to 
differences in the Environment (as a part of Style and a differential cause of 
Styles), This aspect of Style is more completely developed in pp. 107-190, 
where the question of the Psychic Qualities of the various Arts and of the 
subject-matter of the Imitative Arts is discussed in reference to the determinants 
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of Styles. But as " psychic qualities " are parts of the superorgauic euviron- 
ment, it becomes interesting to discuss relations between the Superorgauic and 
the Physical (pp. 9-66). During the course of this it is convenient to attempt 
to assign environmental causes to various features generalised from art- works 
of all kinds (Unity, Variety, Subordination, etc.). These are discussed in 
connection with the nature of the human mind and nervous system as a part of 
the environment (pp. 107-190). 

Since these psychic and nervous features have displayed differences due to 
different (successive) environments, it is surmised that the above generalised 
features of art-works may have undergone a development. This leads to a 
discussion of the chronological changes of Style, and of particular Styles 
(pp. 205-219) ; and as already existing art-works are seen to be part of the 
environment of co-existent and succeeding art-works (acting, perhaps, both 
through artist and spectator), the particular influences of art-works upon each 
other are discussed (pp. 202-205), and predicated, not only as a great factor 
of progression in Art, but also as a possible factor of retrogression (debasement). 
As regards the influences upon the 'ideal' art-work for good or evil of other 
features of human activity (mental and physical), the distinctions between art- 
works and other features of activity, such as Science, Beligion, Customs, etc., is 
discussed in pp. 67-90. Here there is also broached the consideration of the 
end (aesthetic) and purpose of art-works (utilitarian), which is further discussed 
ift pp. 91-106 and in pp. 107-190. 

Thus we have ! — paobs 

The field of investigation proposed • 1-3 

The study as different from Art-enjoyment and judicial criticism . 6-9 

Style in its relation to human neural qualities and mental qualities • 9-66 

The mental basis and nerve basis as the outcome of the total environ- 
ment 9-66 

Styles in their relation to the technical environment .... 91-190 

Style in relation to the whole environment . . . , . 191-219 

The changes of Style in their relation to the changes of the environ- 
ment 205-219 

Or in terms of environnnent : — 

Physical — 

As part of Style ......... 9-66 

As acting upon superorgauic .,.%... 9-23 

Technical — 

As part of Style 91-190 

Snjoerorganic — 

As part of Style 191-219 

Co-operation of the factors as affecting (producing) various Styles , 191-205 

Style in its changes as correlated to the environment in its changes . 205-219 

Changes in Style generalised 205-219 

Formula to express this 205-219 

From this standpoint the total environment is discussed as a part of 

Style . 205-219 
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Gracefulness, 28, 53+, 64, 111, 149 

Gradation. (Of. Continuity) 

Greek plays, 107, 129, 144, 147+, 158, 165, 190, 196, 216 



IDBAL situation, 77, 84-86, 100, 103, 125+, 138+, 142-144, 148, 151, 154, 158, 165+, 171, 178 

Illu^rations to books, 103, 129, 132+, 156, 181 

Imaging, 18, 61, 87, 121, 127, 130, 132, 137, 139, 144. 141, 156, 160+, 166, 174, 176, 181, 186, 

190, 202+, 209 
Imitative versus sensuous, 14, 39, 72, 83-85, 87, 95, 99-101, 115, 124, 126+, 129, 136-139, 148, 

184, 202+ , 208, 210+ 
Intellectual versus sensuous, 4-9, 22, 28, 68, 72 + , 36, 79, 106, 138, 147, 148 +, 141 +, 156, 

160+ , 163, 165, 174, 176, 185, 203 



Landscape paintings, 63, 108, 114, 126+, 136, 144, 203 

Language, change in, etc., 106, 140, 162 + , 172, 190, 194, 207. (Cf. Critical Points) 

Laws, 1, 6, 28, 72, 74, 85, 94+, 97, 99, 101, 109, 112, 124, 126+, 135, 138+, 154, 199, 20^ 
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Living Arts, 122, 129, 161,163, 173, 183, 192, 196, 202, 205, 217+ 
Ludicrous, 29, 35, 48, 54, 56, 85+, 99, 95 ; 111+, 174, 179 



Manneristic, 31, 80, 83, 102. 107, 121, 136, 141, 158, 164 

Means, display of, 42, 50, 58, 127, 132, 136+, 153, 190, 216 

Mode of execution, display of, 26, 45, 92+, 97, 127+ 

Movements in Art, 108, 115, 129, 136, 143, 165, 193, 202, 205, 216 

Multiplying Arts, 33, 58, 96, 129, 195 

Multiplying Arts, processes, 104, 129, 132+ 

Music Drama, 139-148, 125, 127, 70, 75, 62, 115, 137, 147, 106, 143, 140, 25, 43, 64, 77, 
57, 60, 141, 25, 31, 34, 160; 25, 94, 149, 80; 158, 183, 100, 138, 144; 66, 108, 138, 159; 
146; 139; 142; 153, 36, 105, 100, 139, 147, 115, 137, 139, 40, 116; 82, 164+ ; 71, 139i 
142, 143, 152, 156; 79, 104; 85, 100, 102, 132, 142, 146, 152, 156, 164+, 177, 179, 217 

Mystery, 137, 144, 177, 182 

Myths, 62, 63, 64, 147 + , 176, 209 



Natural to artificial, 14, 25, 59, 85, 149, 62, 166+, 170-173, 181, 208-210 

Naturalism, 63, 99, 70, 72, 112, 117, 83-89, 76-79, 101, U4+, 121+, 125+, 128-130, 131-13a, 

145, 148, 153, 156+, 143; 92, 95 + , 79, 119; 185+, 138, 67, 161, 165, 177, 180, 184, 190, 

202»-,208+,216 
Novel, field of, 25, 85+, 28, 70, 141-144, 100, 125, 139, 153, 155-159, 40; 68, 82, 165, 169, 178 

182, 209 
Novelty, 23, 31, 90, 183 



Ornament, 33, 51, 53, 100+, 103, 113, 114, 120, 184+, 187, 199, 20i 
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Pain, 11, 20, 40, 69, 63, 90, 110, 112, 139, 146, 168 

Parasitical, Art aa, [A 3], 9+, 14, 19+, 22, 59, 62, 75, 81 + . 110 4-, 117, 122, 190, 155+, 158, 

161-164, 169, 190, 192, 199, 211 
Passing phases, 40, 55+, 63, 110, 112+, 116, 128, 167, 178, (C5f. Ugly) 
Path of least resistance, 22, 57, 81, 121, 128, 131, 161, 216 
Perspective, 32, 44, 79, 84, 95, 101, 114, 122, 125, 136, 177, 215+ 
Photographs, 9, 15, 28, 58, 66, 83+, 86, 96, 104, 128, 130, 134, 136 
Play impnlse, 21, 22, 23, 59, 92 

Pleasing, will practice make ? 12, 25, 63 

Pleasure, is it conyentionol ? 40, 42, 86 

Pleasure, cultivation of, 59, 62, 88, 90, 139 

Pleasure and welfare, 20, 24, 52+, 59, 62 

Pleasure in performance, 23, 62, 79, 111, 218 

Poetry, 161, 165, 171, 175, 178-180, 216, etc 

Position of spectator, 80, 99+, 112 +, 115, 145+, 185+ 

Predominant qualities of objects, 35, 109, 126, 129, 137, 189, 203 

Presentative and re-presentative Arts, 40, 56, 67, 70, 88, 115, 117, 127, 130+, 136+, 139-141 ; 

143, 156+, 159-161 ; 174+, 181, 185, 216 
Problems, some, of Art-Philosophy, A 1, A 2, 1, 19+, 27+, 37, 135, 137, 180, 205, 219 
Propose, what art-works to represent, 48, 85-88, 104, 126+, 133, 157 
Proportions, 5, 30+, 63, 66, 115, 193 
Psychic qualities, 18, 130, 139, 141, 143, etc. (Gf. Presentative) 



Rate of receptivity, 31, 111, 143, 160 + , 174+ . (Of. Economy) 

Religion and Art, 6, 74, 76+, 103. 132, 137, 142, 177, 193, 195, 198+, 202-204 

Repetition, 31-33, 102, 120. (Gf. Gonventional and Manneriatie) 

Repose, 25, 28+, 43, 53+, 62+, 89, 110, 115+, 167, 186. 189+ 

Rhyme,l50, 163,163, 171 

Rhythm, 27, 41, 59, 149+, 152, 160, 163, 171-174 

Roofs, 51, 58, 109, 120, 197 

BcvsxcK and Art, 5-8, 23, 30, 47, 68-73, 96, 110, 135+, 165, 161, 166-167, 170+, 175, 180 +, 

215, 218 
Sculpture, field of, (D 6), 7, 53, 63, 77, 80+, 93, 96, 107, 110, 112, 115-124, 159, 215+ 
Sdeotion, 33, 42, 48, 50, 69, 78, 87, 112, 125+, 137, 143, 157, 161,494, 170, 178+, 180 
Sexual characters (secondaryX H, 41+, 52-51, 62, 211 
SimpUdty, 31+, 36, 68, 101, 103, 133, 143, 161 

Sice, SO, 58+, 66, 80, 82, 93, 112, 116+, 129, 136, 143, 149, 157, 166, 193, 216 
Skeu(»iorph«, 23, 97, 109, 118+, 121, 123, 187, 204 
Song, tbe, 77, 79, 154^ 165+, 178+ 
StabiUty, 26+, 29+, 45, 50+, 53, 66, 118+ 

StalnUty, dispUy of, SO. 36, 46, 60+, 58. 66, 93, 97, 103, 110, 118+, 124 
Style, 19, 45, 47, 50, 53, 66, 72, 83+, 92+, 107-110, 114, 115, 121+, 127+, 133, 149, 154, 

154+, 174, 177, 180+, 193, 196+, 212, 217-219 
Subjective and objective, 15, 60+, 70, 72, 84. 86, 88, 125, 144, 128, 134+. 173, 175, 178, 209 
Subjective mode of treatment, 96, 115, 124, 126+, 139+, 134, 137, 160, 202 
Subordination, 32-34, 50, 100 +,103, 126, 146, 154+, 181 + 
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SoggestioDS, SuggestiyenesB, 29+, 43, 48, 50+, 57, 63+, 65+, 94, 102+, 134+, 112, 121, 124, 

130, 132, 137, 139-143, 145, 150+, 154, 156, 159, 161, 165+, 181, 215 
Symboliflm, 35, 63, 120, 122, 129+, 137, 153, 161+, 166, 172, 179, 215+ 
fiymmetry, 26+, 45-47, 49+, 52, 58, 125+ 



Tomb Sculpture, 93, 97, 108, 115, 120, 121, 122 

Towers, 36, 51, 98, 120, 186 

Transition, 36, 141 +, 154. (Of. CJontinnity) 



Ugly, 37, 39+, 48. 54-56, 69. 82, 110-112, 139, 178, etc. 
Ulterior effects of art-works, 8, 19, 31, 53, 71, 126, 135, 157, 159, 161, 163, 176 
Unity, 25, 30, 31 + , 34, 36, 68, 140, 142, 154+, 159. 175, 218 
Universality, 7, 38, 75, 106, 157, 161, 176, 190 

Usefta— to -ffiathetical, (ct Development), 20-23, 25, 27, 53, 59, 62, 75, 81+, 210 
Usefal versus ^sthetical, 42, 68, 81 + , 88, 111, 210 

Utilitarian factor of art-works, 30, 36, 50+, 53, 58, 75, 78, 81, 83, 94+, 97, 99, 102. 109, 113, 
115, 122. 124, 132; 158, 178, 187, 201, 208, 217 



Vabiation (mental) as a test. 3, 8, 19, 52+, 56, 66, 73, 109, 113, 153, 154, 160, 165+, 188 
Variety, 22+, 25, 28, 31, 33+, 44, 58+, 87, 91, 97, 102, 110, 132, 138, 149, 157, 165, 186, 193 
VoUtion, act of, 70, 76, 208, 170, 218 



Wood engraving, steel engraving, etc., 81, 87, 94+, 100, 113, 117, 129, 132, 134 
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Charcoal Drawing. 

Chalk Pastel Drawing. 

Lead-Pencil 

Silver Point 

Pen and Ink „ 

Pen with Wash. 

India Ink, etc. 

Water Colour Painting. 

Miniature 

Oil 

Fresco 
, Stage Scenery 



>» 



j> 



>> 



)f 



a 



Historical. 



ii 



Gtenre. 
Portrait. 
Eeli^ous. 
Landscape. 
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genre. 



The Stage 



Eecited 

Choral Tragedy. 
Music Drama. 
Lyric „ 
Comic Opera. 



r Tragedy. 
' \ Comedy. 



Oratory. 



Literature 



' Poetry 



^ Prose 



f Epic. 
Lyric. 
Dramatic. 
Religious. 

I Etc. 



{Novel. 
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Music 



' Instrumental 



Vocal . 



, Mixed . 



(Orchestra. 
String Quartett. 
Piano. 
Organ. 
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(Solo, Duett, Trio, etc. 
Choral. 



' Song. 
Chorus. 
Cantata. 
Oratorio. 

I Etc. 



N 06 .888 C.I 

QuMttont on tiM phikMophy of 

Stanford 




3 6105 040 545 043 



DATE DUE 














1 





















































































STANFORD UNIVERSITY LIBRARIES 
STANFORD^ CAUFORNIA 94305-6004 



